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PREFACE 


When,  two  years  ago,  I  prepared  the  second  edition  of  my 
Germany :  A  Companion  to  German  Studies ,  I  wrote  an  account  of 
Nazi  literature  which  turned  out  to  be  too  bulky  for  inclusion  in 
the  volume  unless  my  sketch  of  Nazi  history  was  cut  down  to 
the  barest  outline;  and  the  publishers  agreed  to  my  proposal  that 
I  should  expand  the  essay  on  German  literature  after  1880  in  the 
first  edition  to  form  a  separate  volume  which  should  deal  com¬ 
prehensively  and  critically  with  the  whole  mass  of  the  literature 
concerned.  This  literature  of  more  than  eighty  millions  -  for  I 
was  bound  to  bring  in  the  Swiss  Germans  as  well  as  all  the  other 
Auslandsdeutsche  -  is  so  vast  that  even  in  the  generous  space 
allotted  me  by  the  publishers  I  have  found  it  difficult  to  deal  with 
all  I  considered  worthy  of  treatment.  The  difficulties  have  been 
aggravated  by  the  insistency  of  Nazi  propaganda,  which  by  its 
very  nature  keeps  in  the  limelight  those  writers  (^die  Kiinder  des 
Dritten  Reiches’,  'die  Dichfer  des  heimlichen  Deutschlands 5)  who  before 
1933  had  the  foresight  to  be  volkhaft  or  the  prudence  to  be  so 
after  that  date.  Another  difficulty  was  the  suppression  of  bio¬ 
graphical  and  bibliographical  detail;  e.g.  such  books  of  reference 
as  Wer  isfs?  are  maddening  in  their  planned  and  regulated 
insufficiency.  At  all  events,  I  have  tried  to  do  justice  to  all  my 
authors,  whether  boomed  or  banned;  and,  since  on  this  side  of 
the  water  there  could  be  no  question  of  taking  over  Nazi  valua¬ 
tions,  the  verdict  is  in  every  case  my  own. 

I  am  very  grateful  for  authorizations  to  quote  poems  -  they 
include  some  of  the  very  best  of  the  period;  and  I  must  express 
my  thanks  to  firms  and  individuals  -  to  the  Insel-Verlag,  Leipzig, 
for  Rilke;  to  Georg  Bondi,  Berlin,  for  Stefan  George;  to  the 
Albert  Langen/Georg  Muller  Verlag  for  Dauthendey;  to  the 
Deutsche  Verlags-Anstalt,  Stuttgart,  for  Liliencron;  to  the  Otto 
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Muller  Verlag,  Salzburg,  for  Georg  Trakl;  to  Frau  Ida  Dehmel, 
Frau  Dr.  Ricarda  Huch,  Frau  Gertrud  von  Hofmannsthal,  and 
Frau  Margarete  Morgens  tern.  (It  is  characteristic  that  my  letters 
asking  for  permission  to  quote  from  works  published  by  sup¬ 
pressed  Jewish  firms  were  not  even  returned  by  the  German  Post 
Office.)  I  am  grateful,  too,  to  those  who  have  provided  me  with 
photographs;  that  of  Stefan  George  is  reproduced  here  for  the 
first  time;  that  of  Rilke  has  been  specially  loaned  by  Dr.  Stefan 
Zweig.  For  important  details  in  the  interpretation  of  Stefan 
George  I  have  to  thank  two  keen  specialists  -  Frau  Ida  Dehmel 
and  Dr.  Helmut  Kiipper.  It  is  an  equal  pleasure  to  acknowledge 
my  debt  to  the  research  work  of  my  own  post-graduate  students 
at  Birkbeck  College,  whose  dissertations  find  due  place  in  the 
Bibliography,  and  to  Dr.  C.  T.  Carr  of  St.  Andrews  University 
and  Dr.  A.  E.  Eastlake  for  help  in  reading  the  proofs. 

J.  BITHELL 

HEMEL  HEMPSTEAD, 

March  1939 


PREFACE 

TO  THE  SECOND  EDITION 


The  normal  procedure  would  have  been,  in  the  second  edition, 
to  add  a  chapter  on  whatever  German  literature  of  importance 
has  appeared  since  the  first  edition  was  published.  But  the  inter¬ 
vening  years  are  those  of  the  War,  and  books  printed  in  Germany 
have  been  unobtainable.  The  supplementary  chapter  will  be 
provided  as  soon  as  full  information  is  available.  In  the  meantime, 
corrections  to  the  present  text  have  been  made. 

J.  BITHELL 

PENZANCE, 

July  194J 


PREFACE 

TO  THE  THIRD  EDITION 


The  present  edition  fulfils  the  promise  made  in  my  last  Preface. 
The  text  of  the  first  edition  has  in  the  main  been  kept;  but  certain 
writers  who  in  1939  were  in  the  forefront  of  interest  have  now 
passed  to  the  rear  and  the  space  allotted  to  them  has  necessarily 
been  shortened.  Other  writers  on  the  contrary  are  now  more 
accurately  appreciated  because  of  the  indefinable  musicality  of 
their  verse  (Georg  Trakl  for  instance)  and  because  their  mentality 
and  moods  gave  scope  for  the  deepened  psychological  probing 
of  these  later  years.  The  writers  of  the  Nazi  period  with  their 
clamour  and  clangour  have  now  only  historical  and  symptomatic 
importance,  except  perhaps  that  their  cult  for  racial  reasons  of 
Hemathmst  has  kept  the  prestige  it  gained.  After  the  advent  of 
Hitler  not  a  few  of  the  most  eminent  writers,  Jew  or  Gentile, 
found  asylum  abroad;  some  were  naturalized  in  the  country  of 
their  adoption;  and  those  of  them  who  were  discussed  in  the  first 
two  editions  and  continued  to  produce  in  exile  -  some  of  them 
their  best  work  -  have  had  this  later  work  fully  treated.  The 
glaring  feature  of  the  post-war  Blute^eit  is  the  vogue  of  Existen¬ 
tialism,  and  my  supplementary  chapters  follow  the  genesis  and 
the  growth  of  this  "Magic  Realism’  or  whatever  we  may  care  to 
call  it,  although  the  traditionalist  opposition  has  been  stressed 
and  interpreted.  One  feature  of  the  post-war  period  cannot  be 
missed:  from  1933  to  the  end  of  the  war  the  Germans  had  been 
denied  access  to  foreign  literature,  and  inevitably,  as  soon  as  the 
gates  were  flung  open,  the  new  French  and  Anglo-American 
literature  came  as  a  revelation  that  instantly  called  forth  work  of 
sterling  worth  in  the  same  style  and  spirit.  The  new  literature 
may  be  remotely  fanciful  or  it  may  strike  out  to  the  last  limits  of 
Neo-Realism,  as  for  instance  in  the  work  ofHeimito  von  Doderer ; 
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the  task  of  the  critic  is  to  interpret  and  appraise  all  tendencies 
either  as  manifestations  of  the  Zeitgeist  or  as  lasting  enrichment  of 
international  literature. 

In  conclusion  I  have  to  express  my  thanks  for  ready  help  to  Dr, 
Rudolf  Majut,  Honorary  Lecturer  of  Leicester  University,  and  to 
another  distinguished  scholar  who  does  not  wish  his  name  to  be 
mentioned,  for  reading  the  proofs.  In  addition  I  am  indebted  to 
Frau  Eva  Kampmann-Carossa  for  permission  to  reproduce  the 
portrait  of  her  father,  and  to  Frau  Kathe  Braun-Prager  for  the 
loan  of  her  sketch  of  her  brother. 

J.  BITHELL 

PAIGNTON, 

September  19  jy 
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NATURALISM 


In  a  sense  it  is  possible  to  say  that  the  literature  of  the  period 
1880-1958  begins  with  the  burgerliches  Trauerspiel,  in  which  for 
the  first  time  in  literature  middle-class  characters  are  depicted 
as  capable  of  tragic  emotion.  This  development  continues  practi¬ 
cally  without  interruption;  for  even  the  characters  of  the  classical 
period  belong  for  the  most  part  to  the  middle  classes:  Werther , 
Tasso,  Wilhelm  Meister,  and  Faust  illumine  essentially  the  same 
problems  of  artistic  mentality  as  those  of  Thomas  Mann’s  fiction; 
the  theme  even  of  Schiller’s  Don  Carlos  is  that  political  Liberalism 
which  ferments  in  the  writings  of  Jung  Deutschland,  moves  the 
hectic  tides  of  Spielhagen’s  novels,  and  is  distorted  in  the  com- 
munistically  crazy  preaching  of  universal  brotherhood  in  the  ex¬ 
pressionism  which  followed  the  First  Great  War.  In  the  main  lines 
this  literature  of  a  century  and  a  half  is  a  gradual  fading,  culmin¬ 
ating  in  the  reductio  ad ahsurdum  of  Thomas  Mann’s  Konigliche  Hoheif, 
of  the  glamour  in  which  monarchs  and  nobles  lived  a  charmed 
life,  and  a  corresponding  intensification  of  the  mental  life  of  men 
belonging  to  all  classes  of  society. 

The  drastic  change  of  ideals  at  the  beginning  of  our  period  had 
been  gradually  prepared;  indeed,  though  the  performance  of  Ger¬ 
hart  Hauptmann’s  V or  Sonnenaufgang  in  1889  can  be  used  as  a  land¬ 
mark  in  the  same  way  as  the  production  of  Hernani  is  used  in 
dating  the  first  crashing  victory  of  the  French  Romantic  move¬ 
ment,  in  reality  it  only  marks  the  date  when  the  existence  of  a  new 
orientation  in  literature  was  forced  on  the  consciousness  of  the 
nation  at  large.  The  origins  of  the  new  doctrine  are  to  be  found  in 
Gutzkow,  who  preached  ‘the  emancipation  of  the  flesh’;  in  Spiel- 
hagen,  who  continued  Gutzkow,  particularly  in  his  hostility  to 
existing  forms  of  government ;  and  in  the  ‘poetic  realism  of  such 
writers  as  Otto  Ludwig  and  Gottfried  Keller. 
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The  state  of  literature  in  1880  was  respectable  but  stagnant.  In 
lyric  verse  the  scholarly  poets  of  the  Munich  school  had  achieved 
a  perfection  of  form  which  is  apt  to  weary  by  its  monotony  and 
lack  of  rude  masculinity;  its  themes  were  decent  but  hackneyed; 
and  even  the  outer  appearance  of  the  volumes  was  used  to  typify 
it  in  the  term  of  opprobrium,  Goldschnittljrik,  cast  at  it  by  the  new 
school.  A  flood-tide  of  verse  tales  in  facile  rhythms  had  followed 
SdieffeTs  Trompeter  von  Sakkingen  (1854);  Julius  Wolff  (1834-1910) 
continued  to  pour  out  his  rhymed  romances  till  near  the  end  of 
the  century.  The  exhaustion  of  the  novel  is  seen  in  two  genres, 
that  of  the  sentimental  tale  which  had  its  strongholds  in  the  family 
journals  (particularly  Die  Gartenlaube)  and  the  historical  novel,  the 
so-called  Professorenroman  or  archdologischer  Roman.  The  vogue  of 
the  historical  novel  is  to  be  explained  by  the  hypertrophied  race- 
consciousness  which  was  the  result  of  the  victories  of  18701 :  from 
the  glory  of  the  present  novelists  like  Gustav  Freytag  and  Felix 
Dahn  turned  to  the  glories  of  the  past;  the  conquest  of  Italy  as 
related  in  Felix  Dahn’s  Ein  Kampf  um  Rom  (1876)  symbolized  the 
superiority  of  the  unspoilt  Germanic  tribes  over  the  decadent, 
slothful,  and  shifty  romance  nations.  The  historical  novel,  in  so 
far  as  it  renewed  the  historical  novel  of  Scott  and  Willibald  Alexis 
by  packing  it  with  palatable  erudition,  had  elements  of  novelty; 
the  historical  drama,  on  the  other  hand  -  it  was  christened  Ober- 
lehrerdrama  -  is  resurrected  Schiller  progressively  debilitated.  The 
theatre  had  existed  mainly  on  the  Sitten-  und  Phesenstuck,  which 
was,  on  the  one  hand,  a  continuation  of  the  E amiliendrama  of  Iffland 
and  Kotzebue  ['kotsabu:],  and,  on  the  other  hand,  an  imitation  of 
the  machine-made  plays  of  Sardou  and  hoc  genus  omne ;  paul  lindau 
(1830-1918)  was  one  of  the  chief  purveyors.2 

Another  consequence  of  the  Franco-Prussian  War  was  the  sud¬ 
den  affluence  of  wealth,  particularly  in  Berlin;  in  the  Prussian 
capital  there  was  an  orgy  of  building  and  of  speculation  ( Grander - 
turn)-,  it  is  depicted  in  Spielhagen’s  novel  Sturmflut  (1876).  Berlin, 
mightily  magnified,  had  become  a  European  city  conscious  of  its 
significance ,  it  became  a  literary  centre  to  which  authors  streamed 


1  Strangely  enough,  defeat  in  the  First  Great  War  had  ultimately  the  same 
result.  J 

Two  writers  of  flimsy  farces  of  this  generation  scored  successes  in  Eng- 
land:  we  know  Gustav  von  Moser’s  (1825-1903)  Der  BMothekar  as  The 
Pnvate  Secretary,  and  Oskar  Blumenthal’s  (1852-19x8)  Im  weissen  Rossi  as 
White  Horse  Inn. 
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from  the  provinces;  and  the  wealth  of  the  upper  and  trading 
classes  was  matched  by  the  grovelling  poverty  of  the  working 
population.  But  the  workers  were  at  the  advent  of  their  rise  to 
power;  Spielhagen’s  In  Reih  und  died  (1866)  had  already  been  a 
Socialistic  novel,  with  a  hero  clearly  modelled  on  the  Socialist 
leader,  Ferdinand  Lassalle  [la1  sal]  (1825-64);  labour  and  capital 
had  faced  each  other  as  irreconcilable  forces  in  the  same  author’s 
Hammer  und  Amboss  (1869);  and  henceforward  Marxism1  is  to  be 
reckoned  with  as  a  literary  ferment.  With  Socialism  goes  a  wave 
of  pessimism,  in  stark  contrast  with  the  racial  optimism  of  the 
historical  novel.  Goethe  had  overcome  the  Weltschmer^  of  Werther , 
though  the  teaching  of  Faust  is  still  Entsagung;  in  the  romantic 
period  Welischmer ^  had  blended  with  Byronism;  Schopenhauer 
(1788-1860)  made  pessimism  a  philosophic  system  the  influence  of 
which  on  literature  was  profound.  It  was  not  definitely  displaced 
till  Nietzsche’s  doctrine  of  the  superman  passed  into  the  neo¬ 
romanticism  of  the  impressionists ;  and  even  here  it  still  acts  as  a 
secondary  influence,  for  the  neo-romanticists  take  over  the  moods 
of  the  French  symbolists,  who  had  themselves  been  deeply  influ¬ 
enced  by  Schopenhauer.  Into  this  stream  of  pessimism  flowed  a 
new  current,  deriving  from  Darwin’s  doctrines  of  the  struggle  for 
existence.  Darwin’s  laws  of  heredity  and  environment  ( milieu ,  Um~ 
gebung,  Umivelf)  immediately  provided  catchwords  for  literature; 
even  Gunther  in  Wilhelm  Jordan’s  Die  Nibelunge  (1868-74)  selects 
his  Beftgenossin  with  an  eye  to  ZuchtwahL  Darwin’s  theories,  supple¬ 
mented  by  the  teaching  of  Ernst  Haeckel  (1834-1919), 2  were  to 
revolutionize  the  conception  of  society,  and,  as  a  vision  of  irresist¬ 
ible  cosmic  forces,  were  already  in  1880  shaking  the  crass  utilitar¬ 
ianism  which,  as  the  accepted  view  of  life,  had  accompanied  the 
accession  to  wealth  of  the  great  cities.  Wilhelm  Scherer  (1841-8  6), 
professor  of  German  literature  at  the  University  of  Berlin,  was  one 
of  the  first  to  proclaim  the  coming  domination  of  science;  he  had 
declared  that  natural  science  was  the  csignafura  iemporis:  .  .  .  sie 
druckt  der  Poesie  ihren  Stempel  auf.  Die  Natunvissenschaft  ^eht  als 
Triumphafor  auf  dem  Siegeswagen  einher,  an  den  mr  alle  gefesselt  sindd 

1  The  first  volume  of  Karl  Marx’s  (181 8-83)  DasKapitalh&d  appeared  in  1867. 

2  Haeckel’s  Die  Weltratsel  (1899)  popularized  his  system  of  Darwinistic 
evolutionism;  it  is  essentially  the  gospel  of  materialism,  but  in  Der  Monismus 
(1892)  he  had  attempted  to  link  science  with  religion  by  deriving  moral  good¬ 
ness  (i.e.  ethics)  and  the  cult  of  beauty  (i.e.  aesthetics)  from  the  recognition  of 
ultimate  truth. 
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These  changes  of  outlook  would,  no  doubt,  if  they  had  been 
left  to  themselves,  have  worked  their  own  way  to  a  new  expres¬ 
sion.  But  Germany,  always  receptive  to  ideas,  has  at  all  stages  of 
new  development  in  her  literature  caught  the  vivifying  fire  from 
abroad.  Now,  while  Marx  and  Darwin  were  working  so  to  speak 
under  the  surface,  ideas  came  in  with  a  rush  from  three  foreign 
sources:  Russia,  France,  and  Norway.  Much  as  in  the  eighteenth 
century  Rousseau  had  forced  on  literature  a  change  of  front  with 
his  paradox  of  ‘back  to  nature’,  Tolstoy  now,  with  his  denunci¬ 
ation  of  the  depravity  of  the  cultured  classes  and  his  preaching  of 
asceticism,  raised  a  new  ideal,  and  turned  attention  to  the  misery  of 
the  poor.  His  Powers  of  Darkness  (1886)  was  a  powerful  influence. 
Dostoieffsky,  with  his  minute  and  relentless  psychology  and  his 
strange  characters,  pointed  to  new  directions.  Zola,  following  up 
Taine’s  theory  of  milieu,  proclaimed  that  the  meticulous  methods 
of  science  should  be  applied  to  literature,  that  an  author  should 
give  a  slice  of  life  seen  through  a  temperament.  Zola’s  procedure, 
deliberately  photographical,  seemed  the  denial  of  poetry  and  in¬ 
spiration  ;  in  actual  result,  however,  he  achieves  the  effect  of  poetry 
by  his  gigantic  symbolism.  Ibsen,  too,  in  the  plays  of  his  maturity, 
made  a  show  of  the  abnegation  of  poetry  in  the  shorn  plainness  of 
his  dialogue;  but  he  again  in  his  latest  plays  wedded  an  illusory 
realism  to  a  mystical  and  wistful  symbolism.  The  stark  ugliness  of 
Tolstoy’s  picture  of  life  reappears  in  the  first  period  of  naturalism. 
Zola  is  more  than  any  one  else  the  acclaimed  model  of  the  first 
naturalists,  both  in  drama  and  the  novel.  Ibsen  lends  form  and 
substance  to  the  dramas  of  the  iconoclasts ;  he  himself,  however, 
had  continued  the  problem  plays  of  Hebbel,  and  there  is  thus  in 
the  naturalistic  plays  which  are  modelled  on  those  of  Ibsen  a  chain 
of  continuity  with  a  link  forged  across  the  sea.1 

Another  strongly  emphasized  feature  of  the  new  naturalism  is 
hostility  to  the  doctrines  of  Christianity.  This  is,  however,  nothing 
new  in  German  literature.  There  is  anti-religious  feeling  in  Gott¬ 
fried  Keller’s  Der  grune  Heinrich  (1854)  and  in  Spielhagen’s  Pro- 
Uematische  Naturen  (1861);  and  the  anti-clerical  atmosphere  of 
Paul  Heyse’s  Kinder  der  Welt  (1873)  had  been  denounced  as  the 
glorification  of  Sodom  and  Gomorrha.  Anti-clericalism  goes  to¬ 
gether  with  the  assertion  of  the  rights  of  the  senses  (Gutzkow’s 

1  Dramatists  who  continue  Hebbel  directly  in  our  period  belong  to  neo- 
classicism. 
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'emancipation  of  the  flesh5);  there  had  been  much  of  this  doctrine 
in  Paul  Heyse’s  long  novel  1m  Paradiese  (1876),  and  it  is  preached 
ad  nauseam  by  the  naturalists  and,  indeed,  by  the  succeeding  schools 
down  to  the  present  day;  only  in  individual  authors  is  there  a 
questioning  of  this  placing  of  morality  beyond  the  pale  of  reason, 
as  in  Thomas  Mann  (e.g.  Fioren^a).  It  is  true  that,  although  passion 
is  hailed  as  sovereign,  there  is  at  the  beginning  of  naturalism  a 
kind  of  eugenic  denunciation  of  individual  vices,  e.g.  drunkenness 
in  Hauptmann’s  V or  Sonnenaufgang ;  but  even  Hauptmann’s  drunk¬ 
ards,  in  his  later  plays,  illustrate  the  general  sentiment  that:  tout 
comprendre  Pest  tout  pardonner.  The  argument  runs  that  since  men¬ 
tality  is  shaped  by  milieu  and  hereditary  tendencies,  above  all  by 
the  sexual  impulse,  man’s  will  is  not  free;  and,  since  the  will  is 
not  free,  morality  is  not  absolute  (i.e.  a  law  for  all)  but  relative 
(a  law  possible  or  impossible  according  to  physical  constitution, 
mentality,  and  environment).  Action  is  due  to  nerves ;  and,  since 
men  are  not  responsible  for  their  nerves,  they  are  not  responsible 
for  their  actions. 

It  is  curious  that  this  comparative  contempt  for  'morality’  runs 
through  the  work  of  paul  heyse  (1830-1914),  wTho  was  set  up  as 
a  bogey-man  to  be  shied  at  by  the  firebrands  of  the  new  realism. 
His  attitude,  however,  was  that  of  the  old  romantic  poets,  a  mere 
over-emphasis  of  the  beauty  of  passion;  the  objection  to  the 
Bohemian  artists  of  his  Im  Paradiese  is  that,  although  they  are 
sufficiently  immoral,  they  are  too  unreal  to  be  anything.  Paul 
Heyse  lived  right  through  the  period  of  naturalism,  and  he  may 
be  given  his  place  in  the  period,  alien  to  naturalism  as  he  was, 
because  he  serves  for  contrast. 

Closely  associated  with  Paul  Heyse  was  adolf  wilbrandt  (1837- 
1911),  and  he  too  in  his  artist  novel  Hermann  Ifinger  (1892)  blazed 
a  partisan  contrast  between  drab  naturalists  and  eclectic  classicists ; 
there  are  pen-sketches  too  in  this  novel  of  the  painters  Makart 
and  Lenbach  and  of  the  Munich  school  poet  graf  von  schack 
(1 8 1 5-94),  another  of  the  proud  old  school  who  has  the  attitude  of 
an  impressionist,  the  cloistered  contempt  for  the  reading  public, 
and  the  cult  of  form  for  form’s  sake  which  was  the  pose  of  Stefan 
George.  Wilbrandt’s  scholarly  absorption  in  the  personality  of 
artists  and  writers  and  their  style  -  his  book  on  Heinrich  von 
Kleist  (1863)  and  his  essays  on  Fritz  Reuter  (a  fellow  Mecklen- 
burger)  and  Holderlin  are  first-rate  -  led  him  to  hammer  out  a 
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species  of  interpretative  biographical  novel  (Gedankenroman)  which 
has  some  of  the  elements  of  the  vie  romancee  of  our  own  day:  Die 
Osterinsel  (1895)  is  written  round  the  gospel  of  Nietzsche,  while 
Hildegard Mahlmann  (1 897)  has  for  central  figure  the  peasant  poetess 
Johanna  Ambrosius.  As  a  dramatist  Wilbrandt  wrote  comedies 
(Die  Vermdhlten,  1871;  Die  Maler,  1872)  which  were  reckoned  as 
the  best  after  Freytag’s  Die  Joumalisten,  and  ‘Roman’  tragedies 
(Gracchus,  1870;  Arria  und  Messalina,  1874)  which  edified  by  gor¬ 
geous  pictures  of  ancient  vice.  In  the  history  of  the  theatre  he 
counts,  however,  mainly  by  one  play  -  Der  Meister  von  Palmyra 
(1889)  -  which  answered  the  trumpet  blast  of  the  naturalists  by 
showing  what  might  still  be  made  of  the  old  type  of  drama,  how¬ 
ever  lifeless  the  lilt  of  the  blank  verse. 

Two  poets  of  the  older  generation  belong  more  or  less  to  the 
new  schools  of  naturalism  and  impressionism,  Theodor  Fontane 
and  Conrad  Ferdinand  Meyer;  the  former  by  virtue  of  his  realism 
and  the  relativity  of  his  moral  judgments,  the  latter  by  his  use 
of  symbol  and  his  handling  of  history  and  renaissance  themes, 
c.  f.  meyer  (1825-98),  whose  collected  verse  appeared  in  1882, 
used  history  to  veil  the  intimate  problem  of  his  own  personality, 
and  so  cunningly  that  symbolism  and  psycho-analysis  had  to  make 
their  impress  on  criticism  before  the  hidden  import  of  his  verse 
as  of  his  tales  could  be  unravelled.  His  physical  development, 
shocked  by  ‘nervous  breakdowns’,  was  so  imperfect  that  he  did 
not  succeed  in  growing  something  in  the  nature  of  a  moustache 
till  he  was  over  fifty;  he  then  married,  and  had  a  child.  The  salient 
thing  in  his  work1  is  his  worship  of  strong  men2;  hence  his  love 
of  renaissance  types.3  In  lyric  verse  he  is  the  link  between  the 

1  Huttenslet^te  Page  (1872;  the  story  in  verse  of  the  last  days  of  Ulrich  von 
Hutten) ;  Jiirg  Jenatscb  (1876;  his  one  novel,  followed  by  short  stories);  Der 
Hetlige  (1880;  the  story  of  Thomas  a  Becket  shadows  the  German  Rultur- 
kampf) ;  Novellen  (1883:  Das  Amulett,  Der  Schuss  von  der  Kan^el,  Plautus  im 
Nonnenkloster,  Gustav  Adolfs  Page);  Das  Leiden  eines  Knaben  (1883 ;  imaging  the 
writer’s  own  tortured  boyhood);  Die  Hoch^eit  des  Moncbes  (1884;  related  by 
Dante);  Die  Ricbterin  (1885);  Die  Versucbung  des  Pescara  (1887);  Angela  Borgia 
(1890).  He  ranks  with  Theodor  Fontane  as  a  regenerator  of  the  historical 
ballad;  Die  Rose  von  Newport ,  Der  sterbende  Cromwell  and  Miltons  Racbe  treat 
English  themes. 

Das  Mittelmassige ,  he  wrote,  <macht  mich  desbalb  so  traurig ,  well  es  in  mir 
selbst  einen  verwandten  Staff findet  —  darum  suche  ich  so  sehnsiichtig  das  Grossed 

3  Widely  read  in  historical  literature,  he  was  influenced  by  Jakob  Burck- 
hardt’s  (1818-97)  Die  Kultur  der  Renaissance  in  Italien  (i860),  one  of  the  great 
sources  of  inspiration  for  the  impressionists. 
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flawless  perfection  of  form  and  the  priest-like  pose  of  Platen  and 
the  consecration  of  self  in  symbol  of  Stefan  George. 

theobor  fontane  (i  8 1 8-98)  was  -  like  his  forerunner  as  a 
writer  of  tales  of  Brandenburg,  Willibald  Alexis  (1798-1871)  -  of 
Huguenot  descent  (phoneticians  give  both  French  and  German 
pronunciation  for  his  name).  He  had  lived  a  busy  life  as  a  journal¬ 
ist  when,  at  the  age  of  sixty,  he  began  to  write  novels.  His  social 
novels  deal  mainly,  and  with  complete  freedom  from  prejudice, 
with  three  problems :  das  Verhdltnis  or  liaison  between  gentleman 
and  working-class  girl,  mesalliances ,  and  adultery.  LlA.dultera  (1882) 
is  a  tale  in  which  a  woman  is  seen  gliding,  not  passionately  but 
inevitably,  into  adultery  with  a  baptized  Jew;  the  husband  has  the 
good  qualities  of  that  husband  from  whom  Dorothea  Veit  ran 
away  to  Friedrich  Schlegel,  but  she  feels  the  physical  repugnance 
to  him  which  Irene  in  The  Forsyte  Saga  feels  for  Soames;  she  is 
made  to  feel  -  her  own  children  recoil  from  her  -  that  she  has 
outraged  society,  but  in  the  end  she  is  forgiven  even  by  the  hus¬ 
band  she  has  deserted;  her  action  is  questioned,  but  not  judged; 
there  is  indeed  symbolic  reference  to  Tintoretto’s  picture  of  Christ 
and  the  woman  taken  in  adultery.  The  central  theme  of  Irrmgen, 
Wirrmgen  (1888)  is  a  love-affair  between  an  officer  and  a  working- 
class  girl  -  ‘das  landesubliche  Techtelmechtel\  as  Otto  Erich  Hartleben 
in  Rosenmoniag  calls  such  a  Verhdltnis  \  the  girl  is  practical  and  far¬ 
sighted,  gives  up  her  lover,  marries  one  of  her  own  class,  and  lives  - 
happily  ?  In  the  girl’s  leave-taking  there  is  a  dramatic  poignancy 
as  of  the  old  ballads  Fontane  loved  --  he  wrote  some  of  the  best 
(modelled  on  our  old  border  ballads)  in  German  literature:  "And 
so,’  she  says,  "this  is  the  last  time  I  shall  hold  your  hand  in  mine?’ 
After  Irrungen,  Wirrmgen  the  naturalists  claimed  Fontane  for  their 
own,  and  he  with  his  wise  old  generosity  acknowledged  their  right 
to  a  place  in  the  sun.  They  were  writing  Berliner  Romane,  which 
are  now  forgotten;  his  remain.  In  EffiBriest  (1895)  a  young  girl 
marries  an  old  lover  of  her  own  mother;  he  is  a  man  of  high 
position  who  is  rather  above  her  than  with  her;  she  falls  to  a 
lover  rather  from  boredom  than  from  passion,  and  returns  to  her 
paternal  home  to  die;  there  is  no  pronouncement  that  she  was 
guilty.  Here  again  Fontane  shows  forces  working,  but  does  not 
judge  those  who  are  overcome  by  these  forces.  Frau  Jenny  Treibel 
(1892)  shows  Fontane  at  his  best  as  a  sly  humorist:  Frau  Jenny 
is  a  parvenue  with  a  mouth  full  of  enthusiasm  for  higher  things 
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and  an  unerring  sense  of  what  is  good  and  practical.  Frau  Jenny  is 
ridiculous,  but  delightful;  the  irony  lights  up,  but  does  not  corrode. 
In  Fontane’s  descriptions  of  the  Prussian  nobility,  as  in  Die  Pogoen- 
puhls  (1896),  which  shows  the  family  of  a  dead  officer  struggling 
to  keep  up  appearances,  the  irony  touches  very  lightly.  Fontane 
has  a  limited  range  of  characters  -  junkers,  officers,  dear  old  aunts, 
gardeners,  clergymen  -  but  his  types  are  sharply  individualized  by 
his  masterly  handling  of  dialogue;  his  technique  depends  largely 
on  conversation  or  on  self-expression  in  monologue  and  corres¬ 
pondence.  R.  M.  Meyer  calls  Fontane  ‘the  first  consistent  realist 
in  German  literature’;  this  is  not  quite  correct:  Fontane,  it  is  true, 
is  not  a  ‘poetic  realist’  because  he  is  without  Romanticism  (except 
in  his  ballads),  but  he  differs  from  the  ‘consistent’  naturalists  be¬ 
cause  he  is  worlds  removed  from  Jirmeleutepoesie ;  the  working- 
classes  only  come  into  his  work  as  foils  to  his  gentry;  his  affinities 
with  the  new  school  are  in  tone  rather  than  in  texture  —  they  show, 
not  so  much  in  his  realism  as  in  his  large-hearted  attitude  to  social 
problems,  or,  to  repeat  the  catchword,  in  the  relativity  of  his 
morality. 

Two  other  forerunners  of  naturalism,  Ludwig  Anzengruber  and 
Marie  von  Ebner-Eschenbach,  are  of  very  high  rank  in  literature. 
The  naturalistic  drama  really  begins  with  ludwig  anzengruber 
(1839-89),  the  dramatic  effectiveness  of  whose  plays  is  partly  due 
to  his  training  as  an  actor.  He  was  a  Viennese;  i.e.  a  city  man  with 
a  good  knowledge  of  village  life  and  a  more  or  less  artificially 
acquired  knowledge  of  dialect  -  an  advantage  for  stage  purposes. 
He  had  learned  something  from  Berthold  Auerbach  (1812-82)  • 
but  unlike  Auerbach,  he  gets  inside  his  peasants;  and  what  he 
really  continues  is  the  old  Viennese  Volksstiick  (Mozart’s  Mam 
Flute  is  such  a  local  play),  which  he  modernizes  by  dropping  the 
fabuious  elements  and  some  (but  not  all)  of  the  irrelevant  music, 
while  still  keeping  the  sensational  machinery,  thunder  and  light¬ 
ning  pkymg  round  the  catastrophe,  bullets  whizzing  in  a  gloomy 
gorge  etc.  He  made  his  reputation  with  Der  Pfarrer  von  Kirchfeld 
(1870)=  which  shows  his  qualities  and  his  limitations.  The  hero 
Hell  (a  symbolic  name),  a  perfect  priest  in  a  Tyrolese  village,  has 
reformed  his  parishioners,  who  idolize  him,  but  his  enlightenment 
is  looked  upon  by  the  village  lord  (whose  name,  Graf  von  Finster- 
berg,  symbolizes  his  obscurantism)  as  heterodoxy,  and  the  play 
ends  with  Hell  being  summoned  to  appear  before  his  ecclesiastical 
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superiors.  He  is  shown  to  be  dangerously  in  love  with  a  pictur¬ 
esque  maiden  who  helps  his  quaint  old  housekeeper  with  the 
housework;  but  he  is  in  complete  control  of  himself,  though  his 
kindly  treatment  of  the  girl  is  misconstrued.  The  play  is  a  discus¬ 
sion  of  the  moot  topics  of  the  day :  marriages  between  Protestants 
and  Catholics  are  shown  to  be  natural,  and  above  all  the  action 
drives  home  the  moral  that  it  is  cruelty  to  priests  to  forbid  them 
to  marry.  Der  Pfarrer  von  Kirchfeld  is,  therefore,  at  once  a  problem 
play,  pointed  social  criticism,  and  an  attack  on  dogma.  Where  it 
lags  behind  is  in  the  naive  technique ;  this  is  frankly  melodramatic, 
but  with  its  strange  atmosphere  as  of  a  world  of  dream  it  is  far 
removed  from  vulgarity.  The  peasants  speak  an  easily  intelligible 
dialect,  and  speak  it  naturally ;  here,  too,  Anzengruber  is  a  pioneer. 
The  characters  of  Der  Pfarrer  von  Kirchfeld  are  charming  but  child¬ 
like;  the  following  plays  show  an  advance  in  intensity  of  character¬ 
ization.  The  hero  of  Der  Meineidhauer  (1871)  is  a  kind  of  village 
Richard  III;  there  are  sensational  scenes,  but  the  action  grips;  and 
the  belief  of  the  Meineidbauer  that  he  is  safe  in  sin  carries  him 
along  in  an  inevitable  course  to  destruction.  Das  vierte  Gehot  (1878) 
comes  nearest  of  Anzengruber’s  plays  to  the  naturalistic  formulas, 
and  was  acknowledged  by  the  naturalists  as  a  masterpiece.1  It  is  as 
much  an  arraignment  of  existing  morals  as  Sudermann’s  Sodoms 
Ende :  a  turner  and  his  bawdy  wife  bring  up  their  daughter  as  a 
whore,  and  their  son  ends  as  a  murderer;  another  character  sells 
his  daughter  to  a  rascal ;  such  is  the  world  in  which  people  are 
bidden  to  obey  the  fifth2  commandment. 

There  is  the  Shakespearian  blending  of  comedy  in  Anzengruber’s 
tragedies ;  in  the  comedies  proper  fun  runs  riot,  and  the  quaint 
characters  -  they  are  like  nothing  on  earth,  but  in  their  Tyrolese 
setting  they  are  as  real  as  goitre  -  are  a  perpetual  delight.  Die 
Kreu^elschreiber  (1872)  are  villagers  who  have  been  persuaded  to 
affix  their  crosses  -  they  cannot  write  -  to  a  document  which  is  in 
intent  an  attack  on  Holy  Church;  the  priest  now  orders  the  wives 
to  withhold  marital  rights,  and  peace  is  only  restored  by  the  mother- 
wit  of  Steinklopferhanns,  who  tells  the  wives  that  their  husbands 
are  to  make  a  pilgrimage  to  Rome  -  with  the  unmarried  women  of 

1  It  was  far  too  modem  for  the  Vienna  of  1877  (the  censor  mangled  it), 
and  only  began  its  victorious  career  when  produced  by  the  Freie  Buhne  in 
Berlin  in  1890. 

2  The  Lutheran  Church  has  the  Augustinian  enumeration,  with  the  first 
and  second  commandment  run  together. 
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the  village.  Moral:  priests  should  not  interfere  in  family  affairs. 
The  hero  of  Der  Gwissenswurm  (1874)  suffers  from  pangs  of  con¬ 
science  because  once  on  a  time  he  had  played  loose  with  a  girl; 
he  recovers  his  peace  of  mind  when  he  comes  across  her  as  a 
farmer’s  wife  and  happy  mother  -  and  she  shows  him  the  door; 
and  when  his  old  sin,  in  the  shape  of  a  merry  girl,  locks  him  in 
her  arms  and  warms  him  like  sunshine.  Moral :  morality  should 
not  be  implacable,  and  conscience  should  not  make  cowards  of 
us  all.  In  Doppelselbstmord  (1876)  a  pair  of  star-crossed  lovers  bury 
their  parents’  strife  by  making  them  believe  they  have  committed 
suicide;  they  are  discovered  committing  matrimony  on  the  high 
mountains.  Jmgferngift  (1878)  glides  gaily  along  the  edge  of  ob¬ 
scenity:  a  rich  lover  is  shied  off  by  a  story,  only  faintly  offensive 
in  a  fabliau  or  a  Viennese  Volksstiick ,  that  the  lady  is  strangely 
cursed  -  the  first  carnal  touch  of  her  brings  death. 

Anzengruber  was  equally  a  master  of  the  Dorfnovelle  or  village 
tale.  In  Der  Schandfleck  (1876)  he  handles  the  theme  of  ungrateful 
children  tormenting  an  old  man,  a  village  Lear,  who  finds  refuge 
with  a  bastard  child  (the  Schandfleck).  The  heroine  of  Der  Stem - 
steinhof  (1883-84),  a  masterly  character  study,  sets  her  cap,  poorest 
wench  of  the  village  though  she  is,  at  the  richest  farmer’s  son,  and, 
a  village  Helen  sticking  at  nothing,  with  her  c ehrfurchtgebietende 
Immoralitaf  a  Nietzschean  unawares,  achieves  her  end;  she  then 
shows  herself  to  be  a  capable  housekeeper,  and  rules  her  con¬ 
quered  realm  with  stern  and  implacable  justice. 

maree  von  ebner-eschenbach  (1830-1916),  who  is  at  her  best 
where  she  describes  the  life  of  her  native  province  of  Moravia, 
is  naturalistic  in  her  rendering  of  milieu .  The  world  of  her  tales 
( Dorfl  und  Schlossgeschichten,  1883  and  1886)  is  that  of  the  Austrian 
nobility  to  which  she  belonged,  but  she  also  describes  with  innate 
sympathy  the  life  of  peasants  and  servants  attached  to  the  nobility; 
like  another  aristocrat,  George  Sand,  she  inclines  with  a  sympathy 
akin  to  Socialism  to  the  labouring  poor;  one  of  her  main  themes 
is  the  starvation  of  the  mind  by  unfavourable  environment  and 
hereditary  failings .  She  achiev ed  fame  with  Din  Spatgeborener  (1875), 
and  her  best  novels  were  written  in  the  two  following  decades. 
Although  her  marriage  was  childless,  no  one  has  ever  described 
children  better  than  she  did.  One  of  her  best  novels.  Das  Gemeinde- 
kind  (1887),  has  for  its  hero  a  boy  who  is  the  son  of  a  murderer, 
and  whose  mother  is  in  prison;  he  has  the  whole  village  against 
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him,  but  wins  through  by  strength  of  character  and  by  following 
the  precept  to  requite  evil  with  good.  Marie  von  Ebner-Eschen- 
bach  shares  the  didactic  tendency  of  the  writers  of  village  tales ; 
her  great  lesson  is  that  duty  comes  first  and  must  be  performed  as 
much  by  a  countess  ( 'XJnsuhnbar ,  1 8 90)  as  by  a  servant  (Bo^ena,  1876); 
not  love,  therefore,  but  renunciation  is  the  chief  thing  in  life. 
According  to  her,  love  is  rare.  What  is  essential  for  the  wellbeing 
of  the  human  race  is  not  love  of  individuals  but  love  of  one’s 
fellow-men.  T  look  on  love’,  she  says,  £as  the  most  cruel  of  all  the 
means  which  an  angry  deity  has  invented  for  the  punishment  of  his 
creatures.’  Perhaps  for  this  reason  she  often  keeps  her  lovers  apart. 

A  forerunner  of  a  different  sort  was  Duke  Georg  von  Meiningen, 
who  had  set  himself  as  the  task  of  his  life  to  reform  the  German 
stage.  Not  the  least  important  step  in  this  programme  was  his 
morganatic  marriage  to  one  of  the  actresses  of  his  Court  theatre; 
she  with  him  superintended  the  rehearsals,  drilled  the  company, 
and  selected  the  plays,  while  the  Duke  himself  did  the  scene¬ 
painting.  Both  launched  into  historical  research  work  to  ensure 
accuracy  of  mise  en  scene  and  costumes ;  and,  as  far  as  possible, 
furniture  actually  used  at  the  time  the  plays  represented  was  pro¬ 
cured.  This  cult  of  realism  on  the  stage  went  so  far  that  in  the 
production  of  albert  Lindner’s  (1831-88)  Bluthoch^eit  (1871 ;  an 
BLpigonendrama) ,  which  deals  with  the  massacre  of  St.  Bartholomew, 
the  whole  theatre  was  so  full  of  real  powder  that  the  actors  could 
scarcely  speak  for  hoarseness  and  the  spectators  got  sore  eyes. 
The  Meiningers  were  the  forerunners  of  Max  Reinhardt  in  this 
stage  realism,  as  well  as  in  their  handling  of  crowds,  which  with 
them  were  an  active  part  of  the  picture,  not  an  inert  mass.  One  of 
the  great  events  in  the  history  of  the  German  stage  was  the  visit, 
in  1874,  of  the  Duke  of  Meiningen’s  company  to  Berlin,  where 
they  produced  Shakespeare’s  Julius  Ccesar.  This  was  the  beginning 
of  the  reform  of  the  Berlin  theatre. 

A  further  stage  in  this  reform  was  the  establishment  in  1883  of 
Das  Deutsche  Theater  in  Berlin.  The  director  appointed  was  adolf 
l’arronge  (1838-1908).  Adolf  L’Arronge  has  some  importance 
historically  as  a  dramatist,1  and  he  might  be  classified  as  a  link 
between  the  Sitten-  und Thesenstuck  and  the  naturalistic  drama;  his 
plays  owed  their  vogue  to  their  careful  though  not  rigidly  realistic 
painting  of  Berlin  life,  especially  of  the  mushroom  plutocracy 
1  Mein  Leopold  (1873);  Hasemanns  Tackier  (1877);  Dokior  Klaus  (1879). 


12.  MODERN  GERMAN  LITERATURE 

which  was  to  be  more  drastically  pilloried  in  Sudermann’s  S odoms 
Ende  and  Heinrich  Mann’s  novel  Im  Schlaraffenland\  and  it  was 
L’Arronge  who  first,  though  with  a  different  moral,  laid  hold  of 
the  contrast  between  Vorder-  und  Hinterbaus  and  created  a  new 
type  of  play  which  culminated  in  Sudermann’s  Die  Ehre.  In  the 
history  of  the  German  stage  L’Arronge  will  always  figure  pro¬ 
minently.  The  great  work  of  his  life  was  his  management  of  Das 
Deutsche  Theater.  L’Arronge  gradually  worked  out  his  schemes 
of  reform.  He  combined  the  scenic  splendour  of  the  Meiningers 
with  the  noble  declamation,  the  cult  of  poetry  in  the  spoken  word, 
for  which  the  Burg  Theatre  at  Vienna  had,  under  Heinrich  Laube’s 
management  from  1850  onwards,  become  famous.  He  revived 
Shakespeare  and  Goethe  and  Schiller,  and  took  down  from  the 
library  shelves  the  noble  dramatic  poems  of  the  later  classics, 
Kleist  and  Grillparzer  and  Hebbel,  and  gave  them  at  last  a  definite 
and  enduring  place  in  the  life  of  the  nation. 

With  the  rejuvenation  of  the  stage  came  better  and  before  long 
great  acting.  L’Arronge  discovered  and  trained  talent.  Joseph 
Kainz  (1858-1910)  and  Agnes  Sorma  (1865-1927)  found  in  him 
their  first  patron.  How  deeply  the  brilliant  actors  of  the  next 
decades  influenced  literature  it  would  take  too  long  to  show,  but 
a  few  words  might  be  said  of  Joseph  Kainz.  He  created  a  style  of 
acting  which  was  entirely  his  own;  he  owed  absolutely  nothing 
to  tradition.  Perhaps  he  followed  a  hint  of  Richard  Wagner,  who 
urged  that  the  most  essential  reform  of  German  acting  was  to 
double  the  speed  of  delivery.  But  though  Kainz  tore  along  at  a 
furious  pace,  with  absolutely  no  punctuation,  his  accentuation  was 
so  clear  that  never  a  word  was  lost.  There  was  no  rhetoric  in  his 
speaking,  and  if  the  dramatist  had  put  it  there  he  eliminated  it. 
He  worked  in  chiaroscuro ;  he  spoke  in  dull  tones  to  enhance  the 
light  of  the  passionate  moments.  In  Ibsen’s  Ghosts ,  for  instance, 
he  was  laconically  conversational,  and  to  spectators  accustomed 
to  the  old  school  of  acting  seemed  only  to  act  in  the  last  tragic 
moments;  there  he  was  overpowering.  But  though  his  speaking 
might  be  the  grey  language  of  everyday  life,  his  gesture  was  always 
eloquent.  Not  that  he  threw  himself  about  or  made  a  windmill  of 
his  arms ;  gesture  was  to  him  the  harmony  of  movement  with  the 
mind,  the  trailing  rhythms  of  Oswald’s  diseased  limbs  in  Ghosts, 
the  tortured  irresolution  of  Hauptmann’s  bell-founder,  the  lyric 
haste  of  Romeo.  His  flexible  frame  has  been  compared  to  a  sword, 
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and  again  to  the  body  of  one  of  Botticelli’s  Virgins.  But  people 
raved  most  about  his  hands.  He  acted  as  much  with  his  hands  -  the 
thin  wan  hands  of  an  aesthete  -  as  with  his  voice.  He  best  imper¬ 
sonated  young  men,  neurasthenic  boys,  erotomaniacs,  weaklings, 
lovers.  ‘His  Hamlet’,  says  Hermann  Bahr,  ‘dies  of  youth  -  dies 
because  youth  remains  when  manhood  should  dawn.’  He  was 
naturally  akin  to  his  friend  King  Louis  of  Bavaria.  And  it  is 
characteristic  that  he  translated  into  verse  and  adapted  for  the 
stage  Byron’s  Sardanapalus  (1897). 

Another  event  that  was  destined  to  be  of  the  greatest  impor¬ 
tance  in  the  history  of  the  drama  was  the  establishment  in  1889 
of  the  Verein  Freie  Biihne.  The  name  was  suggested  by  Antoine’s 
Theatre  libre ;  whereas,  however,  the  Parisian  theatre  was  dependent 
for  its  existence  on  its  box-office  takings,  the  Freie  Biihne  aimed  at 
producing  plays  with  no  popular  appeal  but  new  in  inspiration. 
Among  the  founders  of  the  club  were  Maximilian  harden,1  later 
the  editor  of  Die  Zukunft,  Heinrich  and  Julius  Hart,  and  paul 
schlenther2;  otto  brahm3  was  the  director.  The  first  play  pro¬ 
duced  by  the  Freie  Biihne  was  Ibsen’s  Ghosts;  it  was  soon  followed 
by  Hauptmann’s  Vor  Sonnenaufgang.  But  the  first  dramatic  successes 
of  the  period  fell  to  tragedies  that  are  really  FLpigonendramen,  iambic 
verse  plays  in  Schiller’s  manner.  The  first  of  ernst  von  wilden- 
bruch’s  (1845-1909)  successes  had  been  Die  Karolinger  (1881), 
which  centres  round  the  quarrels  of  the  grandsons  of  Charlemagne. 
Wildenbruch,  a  scion  of  the  Hohenzollerns  on  the  wrong  side  of 
the  blanket  (his  father,  the  German  consul  at  Beirut  in  Syria, 
where  the  poet  was  bom,  was  the  son  of  Prinz  Louis  Ferdinand), 
had  served  as  a  Prussian  officer,  and  had  abandoned  the  army  for 
a  career  in  the  civil  service.  Of  his  ‘Hohenzollern  plays’  the  most 
interesting  is  Die  Ouit^ows  (1888);  here  he  makes  concessions  to 
the  naturalistic  dogma  by  introducing  the  Berlin  dialect  -  a  chrono¬ 
logical  impossibility,  since  at  the  time  of  the  action  of  the  play 


1  1861-1927;  one  of  the  most  vitriolic  of  publicists.  He  showed  acumen 
in  the  literary  articles  he  wrote  for  Die  Zukunft,  which  he  founded  in  1892. 
He  ‘discovered’  Maeterlinck,  boomed  Ibsen,  and  wrote  a  notable  essay  on 
Maupassant.  His  style,  with  its  flaring  Jewish  qualities,  went  to  waste  m 
conceited  mannerisms.  Political  and  literary  essays  in  book  form:  Apostata 

und  neue  Folge  (1892);  Kopfe  (1910).  „. 

2  18 54-191 2 ;  from  1898  director  of  the  Hofburgtheater  m  Vienna.  His 

book  Gerhart  Hauptmann  (1896)  is  well  known 

3  j g 5 6-191 2. ;  see  p.  29.  Critical  works :  Gottfried  Keller  (1883);  Heinrich  von 

Kleist  (1884);  Schiller  (1888). 


MODERN  GERMAN  LITERATURE 


14 

(it  describes  the  subjection  of  the  unruly  nobles  of  the  March 
of  Brandenburg  by  the  newly  imported  Margrave  Frederick  of 
Nuremberg)  Flattdeutsch  was  spoken  in  Berlin.  There  is  an  attempt 
to  combine  the  grand  historical  style  with  up-to-date  realism  in 
the  double  drama  Heinrich  und Heinrichs  Geschlecht  (1896),  in  which 
the  German  Emperor’s  humiliation  at  Canossa  provides  a  sen¬ 
sational  scene.  The  action  of  Wildenbmch’s  plays1  rushes  along 
and  culminates  in  such  dazzling  stage-effects;  but  they  are  poor 
as  literature,  owing  to  the  naive  characterization;  the  characters 
are  lyrically  exuberant  puppets,  and  the  construction,  instead  of 
building  up  to  a  climax,  reels  from  sensation  to  sensation.  Wilden- 
bruch,  in  his  desire  to  be  abreast  of  the  times,  joined  company 
with  the  naturalists ;  in  two  of  his  plays.  Die  Hauhenlerche  (1890) 
and  Meister  Balder  (1892),  he  outwardly  followed  their  formulas.2 

The  victory  of  the  new  realism  which  we  have  seen  coming  was 
being  prepared  by  the  beginnings  of  a  new  criticism.  The  early 
history  of  naturalism  is  that  of  two  groups,  one  in  Berlin  and  the 
other  in  Munich,  each  with  a  militant  organ  of  its  own.  The  Berlin 
naturalists  gather  round  the  brothers  heinrich  (1855-1906)  and 
julius  hart  (1859-1930),  who  launched  the  campaign  in  their 
review  Kritische  Waffengdnge 3  (1882-84).  Of  this  review  only  four 
numbers  appeared;  the  campaign  was  fought  out  in  Die  Freie 
Buhne ,  the  organ  of  the  Free  Stage  Club,  which  long  kept  its 
vigour  as  Die  Neue  Hundschau. 

The  organ  of  the  Munich  group  was  Die  Gesellschaft  (18  8  5-1902), 
founded  and  edited  by  michael  georg  conrad  (1846-1927),  who 
was  one  of  the  first  devotees  of  the  cult  of  Zola;  he  planned  a  series 
of  novels  of  Munich  life  on  the  scale  of  the  Rougon-Macquart 
cycle,  but  got  no  farther  than  diffuse  sketches  (Was  die  Isar  rauschp 
1887).  More  interesting  are  two  other  novels,  In  purpurner  Fins  terms 
(1895)  and  Majestat  (1902).  In  purpurner  Finsternis  is  a  Utopia;  the 
period  is  a.d.  3000;  and  Teuta,  a  land  where  mechanical  devices 
have  eliminated  nature,  is  contrasted  to  its  disadvantage  with 

1  Harold  (1882)  and  Christoph  Marlow  (1884)  mishandle  English  themes. 

2  Wildenbmch’s  short  stories  (Der  Meister  von  Tanagra,  1880;  Das  edle  Blut , 
1892)  are  excellent  of  their  kind. 

3  The  second  number  contains  an  article  by  the  Harts:  Fur  und gegen  Zola. 
The  discussion  was  taken  up  again  by  Arno  Holz  in  his  essay  Zola  als 
Theoreiiker,  published  1890  in  Die  Freie  Buhne  and  reprinted  in  Die  Kunst:  ihr 
Wesen  und  ihre  Gesef^e.  Holz  argues  that  Zola’s  conception  of  the  roman  experi¬ 
mental  and  of  documents  humains  is  taken  over  from  Taine,  the  Goncourts,  and 
Claude  Bernard. 
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Nordica,  to  which  the  hero  escapes  by  aeroplane  with  the  woman 
he  loves  and  wishes  to  live  with  —  a  monstrous  idea  in  this  state  of 
Nietzschean  supermen,  where  the  sexes  are  separated  at  puberty, 
though  at  fixed  periods  regulated  by  the  chief  physician  males  are 
admitted  to  the  women’s  quarters.  In  Nordica  nothing  mechanical 
is  allowed;  for  where  machines  rule  there  is  neither  craftsmanship 
nor  leisure.  (This  had  been  the  conclusion  of  William  Morris’s 
News  from  Nowhere .)  M.ajestat  is  Nietzschean,  in  so  far  as  it  glorifies 
Ludwig  II  of  Bavaria  -  ‘eines  Konigs  Majestat  in  tiefer  Einsamkeit , 
einer jmgfraulichen  Kiinstlerseele  in  Purpur’,  -  and  derides  the  masses. 
The  change  in  outlook  in  these  two  novels  is  typical. 

In  lyric  verse  the  revolt  was  heralded  by  an  anthology  published 
in  1884  in  Berlin:  Moderne  Dichiercharaktere.  It .  was  edited  by 
wilhelm  arent  (1864-?),  a  poet  'who  prided  himself  on  being 
crazy,  and  prefaced  by  two  introductions  intended  as  a  manifesto, 
one  by  Hermann  conradi  (1862-90)  and  the  other  by  karl 
henckell  (1864-1929)  -  brave  words  calling  for  new  characters 
to  write  the  new  verse,  but  surprisingly  empty.  The  poems  of  the 
anthology,  as  a  matter  of  fact,  present  no  innovation  of  form; 
what  is  new  is  the  prominence  given  to  ‘modern’  subjects,  mainly 
in  the  direction  of  Grossstadtpoesie.  Hermann  Conradi  had  a  certain 
originality;  his  note  is  that  of  half-disgust  with  the  debauch  into 
which  his  sensual  nature  hurled  him  down  from  the  heights  to 
which  his  intellect  strove ;  this  note  lends  a  pathetic  interest  -  for 
he  died  of  pneumonia  at  the  age  of  twenty-eight  -  to  his  book  of 
verse  Lieder  eines  Sunders  (1887),  with  its  sulphurous  defiance  as  of 
Tannhauser  prisoned  in  the  Venusberg,  in  the  mans  veneris.  Con- 
radi’s  half-tragic,  half-ridiculous  fate,  together  with  the  partially 
realized  intensely  personal  style  of  his  novel  Adam  Mensch  (1889), 
revived  interest  in  him  in  the  days  of  expressionism.  He  had  pre¬ 
viously  published  a  collection  of  short  stories,  Brutalitdten  (1886), 
and  a  novel,  Phrasen  (1887),  which  has  historical  importance  as 
the  first  book  to  show  the  influence  of  Nietzsche.  The  two  novels, 
moreover,  are  the  first  in  the  pathological  manner  of  Dostoieffsky. 
Karl  Henckell,  as  time  went  on,  assumed  the  role  of  poet  laureate 
of  the  Socialists  (. Ausgewahlte  Gedichte,  2  vols.,  1903).  Of  the  other 
poets  of  the  anthology,  few  were  destined  to  win  lasting  fame; 
but  Otto  Erich  Hartleben,  who  distinguished  himself  later  as 
a  dramatist  and  humorist,  was  represented  with  odes  m  the 
ancient  Greek  style,  and  Amo  Holz  contributed  poems  which, 
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though  traditional  in  form,  are  excellent  in  their  genre-painting. 

arno  holz;  (1863-1929)  it  was  who,  in  conjunction  with  his 
friend  Johannes  schlaf  (1862-1941),  put  the  match  to  the  gun¬ 
powder.  Amo  Holz,  an  East  Prussian,  had  begun  as  an  imitator 
of  Geibel,  but  in  his  volume  of  verse  Buck  der  Zeit  (1885),  though 
the  form  is  traditional,  there  is  already  Armeleutepoesie.  Holz  has 
described  in  his  prolix  treatise  Die  Kunst:  ihr  Wesen  und  ihre  Geset^e 
(1890-92)  how  he  discovered  ‘consistent  realism’.  On  his  return 
from  Paris,  where  he  had  studied  Zola’s  critical  writings,  he  had 
taken  rooms  with  his  friend  Schlaf  in  a  Berlin  suburb,  and  there 
he  came  across  a  boy’s  drawing  of  a  soldier  on  a  slate;  to  anybody 
else  it  might  have  been  a  camel,  to  the  boy  it  was  a  soldier;  the 
boy  had  failed  in  the  first  place  because  his  tools  were  inadequate, 
and  in  the  second  place  because  he  did  not  know  how  to  handle 
the  tools  he  had.  From  this  Holz  deduced  his  famous  law:  Die 
Kunst  hat  die  Tendency,  wieder  die  Natur  sein.  Sie  wird  sie  nach  Mass- 
gabe  ihrer  jeweiligen  Heproduktionsbedingungen  und  deren  Handhabung. 
That  is :  art  differs  from  nature  only  in  the  means  of  representation. 
There  are  as  many  forms  of  art  as  there  are  means  of  representing 
it.  Since  art  strives  to  be  nature,  the  stem  aim  of  art  must  be  to  be 
‘consistent’,  or  unswerving  in  the  exact  reproduction  of  nature. 
In  illustration  of  this  truth,  Holz  and  Schlaf  wrote  three  Novellen, 
which  were  published  in  1889  as  Papa  Hamlet  by  Bjarne  P.  Holm- 
sen.  The  name  of  the  alleged  author  reflects  the  popularity  at  that 
time  of  Scandinavian  writers.  Papa  Hamlet  is  an  old  actor  who  is 
always  declaiming  passages  from  Hamlet ;  when  his  baby  Fortinbras 
cries  he  puts  a  pillow  over  its  face;  in  the  end  he  stifles  the  child. 
The  characters  of  the  three  tales  are  grey  ordinary  beings ;  we  get 
chunks  of  daily  life  narrated  with  photographic  reality.  Zola  had 
defined  art  as  fife  seen  through  the  artist’s  temperament;  Holz 
eliminates  the  artist’s  temperament  and,  in  intention,  photographs 
like  a  camera,  with  no  apparent  interest  either  in  his  characters  or  in 
their  speech,  which  he  gives  in  fragments  and  disjointed.  The  best 
of  the  tales  is  the  third :  Bin  Tod,  the  description  of  a  night  passed  by 
students  at  the  death-bed  of  a  comrade  who  has  been  wounded  in 
a  duel.  Here  the  unfinished  sentences  and  the  three  full  stops  to 
represent  the  unspoken  words  produce  an  atmosphere  and  admir¬ 
ably  suggest  the  sleepy  crawling  of  the  night-hours.  This  style  is 
known  as .  Sekundmstil  (the  term  was  first  used  by  Adalbert  von 
Hanstem  m  his  book  Das  jungste  Deutschland,  1900),  i.e.  a  style 
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which  laboriously  produces  the  impression  of  every  ticking  second 
of  time ;  it  is  a  minute  notation  of  trains  of  thought  and  sensuous  im¬ 
pressions  which  points  forward  to  psycho-analysis  and  the  'stream 
of  consciousness’  novel  of  recent  years.  Papa  Hamlet  owes  its  im¬ 
portance  in  the  history  of  literature  principally  to  the  fact  that 
Gerhart  Hauptmann  in  his  first  play,  which  was  dedicated  to  Bjarne 
P.  Holmsen,  Hem  konsequentesten  Realisten\  copied  the  externals  of 
its  style,  i.e.  Sekundenstil. 

In  the  first  of  these  three  tales,  Papa  Hamlet,  there  was  so  much 
dialogue  that  it  approached  drama.  Holz  and  Schlaf  then  provided 
their  model  for  a  naturalistic  style  of  drama  in  Die  Familie  Selicke 
(1890),  which  was  staged  by  the  Freie  Buhne ,  and  of  which  Theodor 
Fontane  said:  'Here  the  roads  part;  here  old  and  new  separate.’ 
A  father  comes  home  drunk  and  goes  to  sleep  on  the  sofa  while 
his  family  are  watching  by  the  bedside  of  a  sick  child.  The  child 
dies;  the  daughter  has  to  tell  a  theological  student,  the  lodger, 
that  she  cannot  marry  him,  as  she  will  be  needed  at  home  to  keep 
the  peace  between  her  drunken  father  and  suffering  mother.  The 
language  is  in  the  Berlin  dialect  and  the  strictest  Sekundenstil, 
After  this  the  collaboration  between  Holz  and  Schlaf  ceased. 
Holz  scored  one  popular  success  in  a  play  which  was  not  tied  to  a 
theory  -  a  drama  of  school  life,  Traumulus  (1905),  written  in  col¬ 
laboration  with  Otto  Jerschke.  The  action  -  a  grammar-school 
boy  has  an  affair  with  an  actress  -  was  topical:  the  straining  of  the 
educational  machine  in  Germany  had  led  to  an  epidemic  of  suicides 
among  schoolchildren,  and  the  problem  of  educational  methods, 
both  as  regards  teacher  and  taught,  became  so  acute  that  there 
was  repeated  discussion  of  it  in  literature.1  Three  other  plays  re¬ 
lated  in  theme  are  Wedekind’s  Fruhlings  Erwachen  (1891),  Otto 
Ernst’s  Flachsmann  als  Er^ieher  (1901),  and  Georg  Kaiser’s  Rektor 
Kleist  (1905).  Holz  planned  a  magnum  opus ,  a  cycle  of  twelve  plays ; 
of  these  he  completed  So^ialaristokraten  (1896),  a  literary  satire  (the 
characters  transparently  stand  for  notables  of  the  literary  Boheme 
of  Berlin,  Bruno  Wille,  John  Henry  Mackay,  Przybyszewski) ;  Son- 
nenfinsternis  (1908),  the  tragedy  of  the  artist;  and  Ignorabmus  (1912), 
the  tragedy  of  the  poet.  In  these  later  plays  Holz  sets  himself  the 


1  There  are  distressing  pictures  of  school  life  in  Thomas  Mann’s  Budden- 
brooks ,  Heinrich  Mann’s  Professor  Unrat,  Friedrich  Huch’s  Peter  Michel,  Freund 
Hein  (1902)  by  Emil  Strauss,  J.  C.  Heer’s  Jogged,  Hermann  Hesse’s  Unterm  Rad, 
and  To  vote’s  Fr didein  Grisebach  (1909,  girls’  school). 
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gigantic  task  of  fixing  the  inner  rhythm  of  everything  that  is  spoken 
by  every  character:  accentuation  and  gesture  are  not  to  be  those 
of  the  author,  nor  those  of  the  actor,  but  of  the  given  character  at 
a  given  moment  controlled  by  a  given  emotion.  These  rhythmic 
studies  run  concurrently  with  the  strange  results  arrived  at  in 
metrics  by  a  very  great  authority,  Eduard  Sievers,  who  claimed 
that  his  system  of  analysing  the  sounds  of  a  work  (Schallanalyse) 
can  fix  whether  a  poet,  ancient  or  modem,  recited  with  his  belly 
or  his  shoulders,  and  even  his  height  and  cubic  measure.  Holz, 
analysing  the  rhythm  of  Hauptmann’s  plays  (even  those  in  prose), 
finds  that  they  scan  with  a  monotonous  rhythm  in  the  author’s 
brain :  they  are  thus  not  naturalistic,  or  in  other  words  Hauptmann 
is  reproducing  his  own  singsong,  not  the  rhythms  of  characters 
flat  in  repose  or  varying  with  the  varying  strain  of  emotion. 

In  R evolution  der  Lyrik  (1899)  Holz  declared  war  against  estab¬ 
lished  form  in  lyric  verse,  and  the  rhythmic  theories  here  pro-, 
pounded  shape  the  vast  mass  of  the  impressionistic  verse  collected 
in  his  Phantasus  (1898-1916).  All  previous  verse,  says  Holz,  had 
been  metrical;  this  metrical  form  he  (like  Victor  Hugo  pontifically 
dislocating  the  Alexandrine)  ‘smashes’1;  and  he  replaces  it  by  its 
diametrical  opposite,  rhythmical  form.  Rhyme  and  stanza  vanish; 
the  ‘natural  and  necessary’  rhythm  constitutes  the  poem,  which 
turns  on  an  invisible  central  pivot  (Mzttelachse).  Thus:  Der  Mond 
steigt  hinter  A pfelbaumzyw eigen  auf  is  rank  prose;  but 

Hinter  bluhenden  Apfelbaum^weigen 
steigt  der  Mond  auf 

is  verse  rotating  round  an  invisible  central  pivot.  Sceptically  re¬ 
garded  this  might  seem  to  mean  that  any  reciter  may  turn  prose 
into  verse  by  modulating  his  voice  before  and  after  a  pause  (tradi¬ 
tionally  :  caesura) ;  or  that  any  compositor  can  arrange  prose  as 
verse  by  what  Holz  calls  an  ‘acoustic  picture’.  Truth  to  tell,  these 
poems  in  free  rhythms  (a  term  Holz  rejects,2  though  critics  insist 

1  ‘Jede  Wortkunst ,  von  fruhster  Ur^eit  bis  auf  unsere  Tage ,  war,  als  auf  ihrem 
let^ten,  tiefmtersten  Formprin^ip,  auf  Metrik  gegrundet .  Diese  Metrik  %erbrach  ich 
und  settle  dafur  das  genarn,  diametrak  Gegenteil.  Nam  Itch  RhythnikI  -  ‘  Der  Rhyth- 
mus  allein  1st  mans schopf bar.  Dieser  immanente  Rhythmus  wdchst  jedesmal  neu  aus 
dem  Inbaht 

2  ‘Der  freie  Rhythmus  geht  aus  einer  musikalischen ,  der  naturliche  Rhythmus  aus 
einer  malerisch-plastischen  FLrfahrung  hervort  (The  ‘plastic’  visualization  reminds 
one  of  the  poems  arranged  typographically  in  the  form  of  goblets,  etc., 
by  seventeenth-century  German  poets.)  Historically  Holz’s  ‘Polymeter’  are, 
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on  classifying  the  poems  of  'Phantasm  as  such  and  ranging  them 
with  the  attempts  to  reproduce  something  of  Walt  Whitman’s 
‘barbarous  yawp’)  depend  for  their  effect  on  their  inherent  poetry, 
their  grotesque  humour,  their  vivid  pictures. 

Johannes  Schlaf,  after  parting  from  Holz,  continued  to  write 
plays  (Meister  Oel^e,  1892;  Gertrud ,  1897;  Die  Feindlichen,  1899). 
The  two  latter  dramas  share  with  Schlaf’s  novels  the  quest  of  a 
new  humanity ;  Meister  Oel^e  is  stark  realism.  In  the  loosely  con¬ 
nected  sketches  of  rural  nature  In  Dingsda  (1892)  and  Fruhling  (1894) 
we  have  nothing  more  than  a  nerve-racked  city  man’s  awakening 
to  the  healthiness  of  country  life:  much  lauded  as  they  were  as 
poetry  (though  in  prose)  of  the  first  water  it  is  hard  now  to  see 
in  these  feverish  and  peevish  divagations  more  than  a  first  reaction 
against  the  sordidness  of  the  naturalistic  ^/7/^-painting.  This  doc¬ 
trine  of  healing  nature  is  transformed  to  a  species  of  cosmic  cult 
in  Schlaf’s  later  volumes  of  verse  Hell-Dmkel  (1899)  and  Das 
Sommerlied  (1905)  and  in  the  prose  poetry  of  his  Das  Spiel  derhohen 
Linien  (1927).  Historically  the  most  interesting  thing  in  Schlaf’s 
lyric  prose  is  that  it  is  a  loose  imitation  of  Whitman,1  whose  serious 
influence  on  German  form  begins  here  and  in  Holz’s  Phantasm. 
In  his  short  stories  Sommertod  (1897),  Leonore  (1900),  Die  Kuhmagd 
(1900),  and  Fruhlingshlumen  (1901),  and  his  two  trilogies  of  novels 
Das  dritte  Reich  (1900),  Die  Suchenden  (1901),  Peter BojesFreite  (1902), 
and  Der  Kleine  (1904),  Der  Prin \  (1908),  Am  Men  Punkt  (1909), 
Schlaf  gets  to  grips  with  the  multifarious  problems  of  the  present, 
from  the  decay  of  society  to  the  absurdities  of  science  and  religion 
and  the  conflicts  of  love  and  marriage;  for  decadence  he  adum¬ 
brates  a  cure  by  religious  exaltation  of  spirit  and  Whitmanesque 
care  of  body  and  mind.  As  the  new  man  of  his  futuristic  vision  he 
points,  in  the  three  little  monographs  he  has  devoted  to  these 
writers,  to  Whitman,2  Yerhaeren,  and  Maeterlinck. 

The  two  Hart  brothers  will  live  in  the  annals  of  literature  for 
the  part  they  played  in  the  campaign  for  naturalism  (Stoffkunst, 
Herrschaft  der  Materie ,  to  use  denominations  of  recent  years).  In 
memoirs  and  elsewhere  -  and  indeed  by  reason  of  their  solemn 
ideologies  as  much  as  by  their  personal  characteristics  -  they  are 

though  different,  in  the  line  of  rhymeless  Romantic  verse  and  of  Jean  Paul’s 
Streckverse  in  Flegeljahre  (see  Jakob  Minor,  Neuhochdeutsche  Metrik,  p.  333). 

1  Ferdinand  Freiligrath  (1810-76)  had  introduced  Whitman  in  1868  by  an 
essay  and  translations.  2  Walt  Whitman  (1904). 
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somewhat  droll  figures ;  as  such  they  trod  the  stage,  easily  recog¬ 
nizable,  in  Ernst  von  Wolzogen’s  literary  comedy  Lumpengesindel 
(1892).  Heinrich,  the  elder,  began  as  a  lyrical  poet  with  Weltpfingsten 
(1872),  failed  as  a  dramatist  with  Sedan  (1883),  and  followed  up 
(though  he  denied  it)  Victor  Hugo’s  Legende  des  Steeles  and  the 
Ndchte  des  Orients  (1874)  of  Adolf  Graf  von  Schack,  the  Orientalist 
poet  of  the  Munich  school,  in  his  Lied  der  Mensehheit  (1888-96), 
in  intention  a  grandiose  verse  epic.  Only  three  of  the  twenty-four 
cantos  planned  were  completed :  Tul  und  Nahila  (1886),  which 
takes  some  of  its  tropical  colouring  from  Ernst  Haeckel’s  Indische 
Keisebriefe  (1882),  shows  the  institution  of  monogamy  (i.e.  Dar¬ 
win’s  Zuchtwahl )  evolving  from  sexual  promiscuousness  in  pre¬ 
historic  Ceylon,  while  Nimrod  (1888)  and  Mose  (1896)  take  the 
nomad  human  race  forward  to  fixed  habitation,  law,  and  religion. 
The  interest  of  these  fragments  is  that  they  are  symptomatic :  on 
the  one  hand  they  mirror  the  Kulturphilosophie  of  the  Friedrichs- 
hagen  naturalistic  coterie  -  the  Harts  lived  at  the  Berlin  suburb 
of  Friedrichshagen,  and  so  did  Bruno  Wille  and  Bolsche  -  and  on 
the  other  hand  they  are  in  the  line  of  those  typically  German  works 
which  go  back  to  Herder’s  Ideen  ^ ur  Philo sophie  der  Geschichte  der 
Mensehheit  (1784-91).  Julius  Hart  was  at  his  best  in  the  lyric1 ;  and 
notably  his  descriptive  poem  A.uf  der  Fahrt  nach  Berlin  (1882)  -  it 
reproduces  the  poet’s  impressions  on  steaming  into  the  railway 
station  at  Berlin  when  he  first  came  from  his  native  Munster  - 
keeps  its  place  in  the  anthologies ;  it  takes  rank  as  the  starting-point 
of  the  Grossstadtpoesie  which  was  to  become  so  important  a  genre 
in  the  days  of  expressionism.2  His  naturalistic  play  Der  Sumpj 

1  His  poems  were  collected  in  Samara,  (1879),  Homo  sum  (1891),  Triumph 
des  Lebens  (1899). 

2  The  contributors  to  Moderne  Dichtercharaktere  claim  to  have  inaugurated 
Grossstadtpoesie  with  Karl  Henckell’s  Berliner  Abendbild  and  Arno  Holz’s  and 
Oskar  Jerschke’s  pictures  of  Berlin  and  its  suburbs.  Hermann  Bahr,  quoting 
Arno  Holz’s  poem  Zum  Eingang  (Buck  der  Zeit),  says :  cMit  diesen  Versen  beginnt 
die  Grossstadtlyrik .’  Each  claim  is  open  to  question.  In  English  poetry  there  is 
Alexander  Smith’s  Glasgow  (in  City  Poems ,  1857)  and  Ferdinand  Freiligrath’s 
anthology  of  English  poetry.  Rose ,  Thistle ,  and  Shamrock  (1853),  includes 
poems  on  cities.  English  influence  is  likely  in  Wilhelm  Arent’s  Aus  dem  Gross - 
stadtbrodem  (1891);  and  John  Davidson’s  London  poems,  Henley’s  London 
Types  and  Arthur  Symons’s  London  Nights  seem  to  have  left  their  mark  on 
poems  in  Ludwig  Jakobowski’s  (1868-1900)  Leuchtende  Tage.  (Jabokowski 
was  editor  of  Die  Gesellschaft ,  and  wrote  two  novels,  Werther  der  Jude ,  1892, 
and  Lokiy  1896,  both  in  defence  of  Jews.)  Academically  a  distinction  may  be 
made  between  the  city  poems  of  the  naturalists  -  a  continuation  of  descriptive 
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(1886)  is  also  a  picture  of  Berlin;  the  theme  is  much  the  same  in 
outline  as  that  of  Sudermann’s  Sodoms  Ende. 

Like  the  Harts,  two  other  popular  philosophers  of  the  group 
of  naturalists  progressed  from  Marxist  materialism  to  animism : 

BRUNO  WILLE  (i860- 1 928)  and  WILHELM  BOLSCHE  (1862-1939); 

both  derived  from  the  ‘Pj ychophjsik*  of  Gustav  Theodor  Fechner 
(1801-87),  the  philosophy  which  teaches  that  there  are  reciprocal 
relations  between  psychic  and  physical  processes.1  Bruno  Wille 
was  a  theologist  turned  Socialist  freethinker ;  he  kept  up  his  preach¬ 
ing,  though  unauthorized,  to  the  Tree  religious5  community  he 
gathered  round  him.  The  title  of  one  of  his  books,  Atheistische 
'sittlichkeit  ( 1892),  is  sufficiently  informative.  His  poetry  has  passed 
into  limbo.  'Wilhelm.  Bolsche  strove,  as  a  disciple  of  Zola,  to  link 
poetry  and  science:  in  his  Die  naturwissenschaftlichen  Grundlagen  der 
Poesie  (1887)  he  argues  that  what  mythology  was  for  ancient  poetry 
the  Darwinian  theory  should  be  for  the  literature  of  today.  The 
three  volumes  of  his  Das  Eiebeslehen  in  der  Natur  (1898,  1900,  1902) 
are  still  read ;  with  a  kind  of  animal  symbolism  he  shows  that  the 
functions  of  sex  in  man  and  animals  are  identical,  and  that  the 
sexual  significance  of  certain  things  (e.g.  the  hair  under  the  arm- 
pits)  has  been  obscured  by  culture:  we  must  go  to  the  beasts  for 
elucidation,  which  he  does.  There  is  symbolism,  too,  in  Bolsche’s 
novel  Die  Mittagsgotiin  (1891),  as  indeed  there  is  (on  a  grandiose 
scale)  in  Zola’s  novels,  which  Bolsche  too  pedantically  imitates. 

Bolsche,  Bruno  Wille,  the  Harts,  Holz  and  Schlaf  were  members 
of  the  literary  club  Durch ,  at  which  the  programme  of  naturalism 
was  discussed  and  defined.  It  was  founded  in  1886  by  Conrad 
Kiister,  a  doctor  with  literary  tastes,  Eugen  Wolff  (who  coined 
the  term  die  Moderne  to  distinguish  the  movement  from  die  Aniike ), 
and  Leo  Berg  (1862-1908),  one  of  the  best  essayists  of  the  period. 
Adalbert  von  Hanstein  was  another  member;  and  Gerhart  Haupt¬ 
mann  was  to  be  the  most  famous.  As  far  as  political  views  go  the 

poetry  -  and  those  of  the  impressionists  (following  Verhaeren’s  Les  villes 
tentaculaires ),  in  which  the  use  of  symbol  does  create  a  new  genre.  But^  there 
are  affinities  of  details:  cf.  for  instance  Julius  Hart’s  4 engbriisfge  Hauser  with 
Rilke’s  W  neue  Hauser ,  die  mit  engen  Briisten  /  sicb  drangen  aus  den  bangen  Bau- 
geriisten\  Quite  Verhaerenesque  is  Die  Grossstadt  bei  Nacht ,  a  poem  by  Max 
Haushofer,  who  was  associated  with  the  Munich  School  (Gedichte,  1864). 

1  Fechner  a  laughing  satirist  ( Vergleichende  J\.natomie  der  Huge l,  1825),  dis¬ 
cusses  the  possibility  of  life  after  death  in  Nonna  oder  das  See lenleben  der  P flatten 
(1848),  which  explains  R.  M.  Meyer’s  jesting  remark  that  Bolsche  progressed 
from  Nana  (na,  nal)  to  Nanna.  (Baldur’s  wife  Nanna  was  goddess  of  plants.) 
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wildest  was  a  young  poet  born  at  Greenock,  john  henry  mack  ay 
(1864-1933);  in  his  prose  writings  and  novels  (Die  Anar chis ten, 
1891,  is  a  tale  of  London  agitation)  he  was  to  popularize  the  doc¬ 
trines  of  the  classical  work  on  anarchism,  Max  S timer’s  (1806-56) 
Der  Ein^ige  und  sein  Eigentum  (1844);  his  poetry  (Kinder  des  Hol¬ 
lands,  1885;  Dichtmgen ,  1886;  Arma  parata  fero ,  1887;  Helene ,  1888) 
has  the  vigour  of  his  Scots  blood  and  the  aggressiveness  of  his 
social  creed. 

One  can  hardly  say  that  peter  hille  (1854-1904)  was  an  habitue 
of  the  Friedrichshagen  circle.  For  Peter  Hille  -  "ewiger  Waller  und 
Wanderer'  -  Berlin  was  a  place  of  passage  merely :  literally  he  was 
a  tramp  who  transported  his  belongings  and  manuscripts  in  a  sack 
or  stuffed  into  the  greasy  pockets  of  his  billowing  ulster,  which 
covered  his  lack  of  coat  and  waistcoat.  In  London  he  lodged  "in 
einer  der  dunklen  Hohlen  Whitechapels* ,  with  niggers,  Chinese,  Social¬ 
ists  and  Communists,  such  as  are  the  characters  of  his  novel  Die 
Somalis  ten  (1887);  the  names  of  two,  Beber  and  Triebknecht,  are 
transparent.  From  an  author  who  wrote  as  the  spirit  prompted, 
in  the  open  air  or  in  the  vilest  dens,  orderly  shaping  of  matter  is 
not  to  be  expected;  but  what  we  do  get  in  this  fragmentist  -  in 
Die  Somalis  ten  as  in  Hille’ s  other  novel,  Die  Hassenburg  (1905 ;  an 
Er\iehmgsroman  of  a  sort)  -  is  a  wealth  of  aphorisms,  such  as  he 
would  jot  down  on  any  scrap  of  paper  -  c Papierschnit^el ,  Zigarren- 
tiiten,  Briefumschldge ’  -  that  the  winds  of  Heaven  blew  upon  him. 
These  form  the  staple  of  the  second  volume  of  his  Ausgewahlte 
Werke,  piously  sorted  from  his  sacks  and  edited  by  the  Harts  after 
his  death.  There  is  a  curious  interest  too  in  his  tragedy  Des  Plato- 
nikers  Sohn  (1897),  which  already  handles  the  Father-Son  motif 
with  the  pitiless  impiety  of  the  expressionists :  Petrarch’s  son,  a 
natural  boy,  rebels  against  the  formative  efforts  of  his  scholastic 
father;  what  emerges  is  Hille’s  detestation  of  school  scholarship. 
But  the  best  of  Hille  is  in  his  lyrics ;  here  was  the  new  poetry, 
though  it  was  not  written  to  Holz’s  recipe.  Quaint  and  sly  (like 
the  little  Hit  of  the  schoolgirls  gathering  in  the  courtyard  as  a 
Schulschlange  -  that  some  day  will  crush  the  strong  backs  of  men) 
-  or  verdurous  and  sonorous,  like  the  roar  of  the  wind  in  the 
forest,  these  poems  live  with  the  magic  of  Peter  Hille’s  strange 
and  wayward  genius.  The  legend  of  Peter  Hille  -  of  eSt.  Peter’  - 
is  to  be  read  in  Das  Peter  Hille-Buch  which  Else  Lasker- Schuler, 
his  great  friend,  devoted  to  his  memory. 
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Two  Berlin  naturalists,  Conrad  Alberti  and  Karl  Bleibtreu,  wrote 
fierily  for  M.  G.  Conrad’s  Die  Gesellschaft.  What  distinguished  the 
Munich  coterie  from  that  of  Berlin  was  that  Conrad  as  long  as  he 
lived,  and  his  lieutenants  at  least  to  begin  with,  saw  the  salvation 
of  literature  in  Zola,  while  the  Harts  and  later  Arno  H0I2  were  - 
to  quote  the  article  in  the  second  number  of  Kritische  Waffengange  - 
for  and  against  him.  conrad  alberti  (1862-1918)  remains  famous 
for  one  sentence  of  his  in  Die  Gesellschaft  -  it  serves  to  illustrate 
the  Heldenlosigkeit  of  the  naturalistic  drama:  ‘Der  Tod  des  grossten 
Helden  steht  hinsichtlich  der  kunstlerischen  Verwertbarkeit  auf  gleicher 
Stufe  mit  den  Geburtswehen  einer  Kuhl  karl  bleibtreu  (1859-1928) 
forced  himself  into  the  polemical  foreground  with  his  pamphlet 
Revolution  der  Literatur  (1886),  a  joke  for  historians  of  literature 
less  for  its  wild  judgments  than  for  the  outrageous  picture  on  its 
jacket  -  an  inkpot  darting  flashes  of  white  lightning  across  a 
blood-red  background.  The  conceited  style  of  this  treatise  marks 
all  Bleibtreu’s  critical  work.  His  fiction  Kraftkuren  (1884),  Schlechte 
Gesellschaft (1886 ;  a  collection  of  Novellen),  and  Grossenwahn  (1888; 
a  ‘pathological  novel’)  reek  with  the  miasmas  of  the  great  cities; 
they  expose  the  relations  of  artists  and  poets  with  prostitutes  and 
barmaids.  Of  his  dramas,  Schicksal  (1888)  shows  his  worship  of 
Napoleon;  to  the  hero  he  fanatically  loved  and  lauded  are  devoted 
his  Byron-Stucke  -  Lord  Byrons  let^te  Liebe  (1881),  Seine  Tochter  (1886), 
Byrons  Geheimnis  (1900).  Seine  Tochter  is  classed  as  the  first  Dar¬ 
winian1  drama:  the  poet’s  daughter,  brought  up  in  innocent  ignor¬ 
ance  of  her  father,  finds  his  qualities  in  herself  when  she  knows, 
and  wards  off  a  warning  friend  with  the  words :  ‘Die  Vererbung  ist 
unwiderstehlich  und  unuberwindlichh  Bleibtreu  claimed  to  have  in¬ 
augurated  a  new  genre,  that  of  the  Schlachtennovelle ;  his  first  one. 
Dies  irae  (1884),  puts  the  tale  of  Sedan  into  the  mouth  of  a  French 
officer  who  is  present  at  the  battle;  it  is  a  curiosity  of  literature 
that  the  French  translation  was  taken  to  be  the  original  and  trans¬ 
lated  back  into  German.  Equally  readable  -  and  excellent  in  their 
unfolding  of  strategy  —  are  Deutsche  Waffen  in  S panien  (1885), 
Friedrich  der  Grosse  bei  Collin  (1888),  Cromwell  bei  Marston  Moor 
(1889). 

1  The  hero  of  Grossenwahn ,  despairing  of  Europe,  retires  to  his  Styrian 
estate  to  seek  the  doctrine  of  salvation  in  Darwin’s  works. 
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Arno  Holz  was  all  his  life  long  a  fanatical  theorist  experi- 
menting  out  in  the  cold.  The  harvest  of  the  new  idea  was 
X  jLreaped  by  gerhart  hauptmann  (1862-1946)  and  his  dis¬ 
ciples.  Gerhart  Hauptmann  was  born  in  the  Silesian  health  resort 
of  Obersalzbrunn;  his  father  was  the  landlord  and  owner  of  the 
hotel  Zur  Preussischen  Krone.  Silesian  birth  and  upbringing  and  the 
events  of  his  youth  are  of  importance  in  the  work  of  this  poet,  for 
his  use  of  Silesian  dialect  belongs  to  the  history  of  the  develop¬ 
ment  of  literature,  and  his  adolescence  comes  into  the  subject- 
matter  of  work  after  work.  He  was  educated  at  Obersalzbrunn, 
and  then  at  the  Kealschule  of  Breslau.  He  was  so  negligent  or  un~ 
receptive  at  his  studies  that  he  was  sent  to  his  uncle’s  farm  to 
learn  practical  farming.  But  he  was  too  dreamy  for  this  business, 
and  was  taken  back  and  sent  to  be  trained  as  a  sculptor  at  the 
Kunstschule  at  Breslau,  from  which  he  was  sent  down  for  insubordin¬ 
ation.  At  this  period  it  was  feared  that  he  might  be  consumptive. 
Then  he  joined  his  brother  Carl,  who  was  studying  at  the  Uni¬ 
versity  of  Jena;  here  he  attended  lectures  by  Haeckel.  Too  restless 
for  methodical  study,  he  set  out  on  a  sea  voyage  from  Hamburg 
to  Spain  and  Italy;  his  impressions  made  up  his  first  book  of  verse, 
Promethidenlos  (1885),  an  imitation  of  Childe  Haro/d;  noteworthy  is 
the  marked  sympathy  in  the  book  with  the  outcast.  On  his  return, 
Gerhart  married  a  well-to-do  woman,  whose  means  enabled  him 
to  live  in  Erkner,  a  Berlin  suburb.  Before  settling  down  to  domes¬ 
ticated  reading  he  had,  however,  made  a  last  attempt  at  being  a 
sculptor  in  Italy.  His  studies  at  Erkner  were  mainly  scientific  or 
economic;  he  read  Darwin  and  Marx.  His  social  feeling  was  in 
the  best  sense  religious :  at  the  base  of  it  was  the  goodness  of  his 
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mother,  who  had  been  brought  up  in  the  Moravian  creed.  He 
planned  an  epic  on  Jesus  of  Nazareth;  it  remained  an  idea,  but  his 
religious  conception  (in  the  main  pity  for  suffering  humanity) 
materialized  years  later  in  his  novel  Der  Narr  in  Christo  'Emanuel 
Quint.  In  1887  his  short  story  Bahnwarter  Thiel  appeared  in  Die 
Gesellschaft-,  a  man  who  tends  a  railway  crossing  is  incapacitated 
by  dependence  on  his  virago  of  a  wife.  In  these  moods  of  social 
pity  the  theories  of  Holz  unlocked  Hauptmann’s  creative  power: 
Sekundenstil,  he  thought,  gave  him  the  means  of  showing  truth  by 
depicting  humanity  in  the  raw;  plan,  development,  selection,  effect 
were  not  needed;  what  the  artist  had  to  do  was  to  let  situation 
follow  situation;  the  situation  would  be  vivid  because  actual,  and 
pregnant  with  meaning  because  all  life  is  full  of  tragic  pity.  He 
had  been  present  at  the  historical  performance  in  1887  of  Ibsen’s 
Ghosts  in  Berlin,  and  had  been  deeply  moved.  He  set  to  work  and 
produced  Vor  Sonnenaujgang  (1889).  Alfred  Loth,  a  Socialist  agi¬ 
tator,  comes  to  a  Silesian  mining  village  to  do  research  in  economic 
conditions.  He  is  invited  to  stay  in  the  home  of  a  farmer  enriched 
by  the  working  of  mines  under  his  fields.  The  farmer  is  a  dipso¬ 
maniac;  his  wife  is  unchaste;  one  of  his  two  daughters,  also  alco¬ 
holic,  does  not  appear  on  the  stage,  as  she  is  expecting  her  con¬ 
finement;  the  other,  Helene,  pure  in  spite  of  her  environment, 
falls  in  love  with  Loth,  the  first  clean  man  she  has  met.  Loth,  still 
unaware  of  the  general  degeneration  of  the  family,  makes  a  love- 
match  with  Helene;  but  when  he  learns  the  state  of  things  he 
breaks  off  the  engagement  and  goes  away  -  for  he  is  a  teetotaller 
and  believes  in  heredity,  -  and  Helene  kills  herself  with  a  hunting- 
knife. 

Vor  Sonnenaujgang  was  produced  on  the  20th  of  October,  1889, 
in  the  Lessing  Theatre,  under  the  auspices  of  the  Freie  Bitbne.  It 
was  a  battle  like  that  of  Hernani.  The  excitement  culminated  when 
a  physician,  at  the  moment  when  Helene’s  sister  is  near  her  con¬ 
finement  and  there  is  a  call  for  a  midwife,  threw  a  pair  of  forceps 
on  the  stage.  The  play  was  hissed  and  acclaimed  and  discussed 
for  weeks  after.  Naturalism  had  arrived.  The  vogue  of  scientific 
determinism  was  established;  i.e.  the  conception  that  the  will  is 
rendered  powerless  by  heredity  and  milieu.  Moreover,  a  new  dra¬ 
matic  technique  opened  new  vistas.  Monologues  and  asides  were 
declared  antiquated.  Stage  directions  were  like  a  catalogue.  The 
idea  that  a  play  should  have  a  ‘hero’  gave  way  to  the  conception 
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(Heldenlosigkeit)  that  since  the  drama  portrays  men,  and  since  men 
are  weaklings,  the  purpose  of  the  dramatist  is  not  to  weigh  out 
a  calculated  sum  of  'tragic  guilt’,  but  to  arouse  a  tender  pity  for 
pathetic  humanity;  life  is  tragic  because  it  is  life,  not  because  it  is 
guilty. 

But,  since  all  the  processes  of  art  tend  to  become  mechanical, 
the  naturalistic  drama,  from  the  start,  adopts  an  external  machinery 
which  makes  it  as  stereotyped  as  the  French  classical  drama.  This 
rigid  framework  is  as  gaunt  as  anywhere  in  Vor  Sonnenaufgang.  It  is 
an  'analytical  drama’  (Drama  des  reifen  Zustandes) :  as  in  Ibsen’s  plays 
the  characters  are  fixed  (fertige  Charaktere),  i.e.  they  are  not  devel¬ 
oped  by  the  action  of  the  drama,  which  is  merely  the  unfolding  of 
a  catastrophe  prepared  by  the  course  of  events  prior  to  the  first 
act.  The  naturalistic  drama  is  one,  not  of  action,  but  of  situation. 
Scenes  or  'processes’  from  the  lives  of  human  beings  are  shown, 
not  in  shapely  acts  (in  some  naturalistic  plays,  e.g.  Das  Friedensfest, 
acts  are  called  Vorgdnge),  but  shapelessly  fluid  and  cut  off  in  processu 
by  the  fall  of  the  curtain.  There  is  neither  beginning  nor  end,  but 
just  a  'chunk  of  life’. 

Into  the  moral  decrepitude  of  the  Silesian  mining  village  steps 
a  'saviour  from  afar’  (der  Fetter  aus  der  Feme),  another  ingredient  of 
the  naturalistic  drama  as  of  Ibsen’s  plays.  In  Hauptmann’s  next 
play,  Das  Friedensfest  (1890),  a  man  who  is  on  the  verge  of  nervous 
collapse  is  to  be  saved  by  a  healthy  woman  sweeping  in  from  the 
outer  world.  A  physician  has  married  a  woman  inferior  to  him 
in  intelligence,  and  friction  ensues ;  this  is  a  favourite  theme  of 
Hauptmann’s,  who  (like  Wedekind  and  Thomas  Mann)  constantly 
rehandles  the  same  problem.  The  doctor  had  abandoned  wife  and 
children  when  one  of  his  sons,  Wilhelm,  had  slapped  his  face. 
Wilhelm  is  engaged  to  a  healthy  girl,  but,  conscious  of  his  heredi¬ 
tary  handicaps,  he  hesitates  to  marry  her  (as,  to  quote  an  instance 
familiar  from  literary  history,  Grillparzer  for  the  same  reasons  had 
hesitated  to  marry  his  ewige  Brant).  However,  there  is  a  family 
gathering  to  celebrate  the  engagement,  and  during  the  rejoicings 
father  Scholz  unexpectedly  returns.  Wilhelm  begs  his  father’s  par¬ 
don  for  having  slapped  his  face;  there  is  a  general  reconciliation; 
but  the  father  dies  of  apoplexy.  The  final  result  is  left  in  doubt: 
will  Wilhelm  marry  Ida,  and  will  the  hereditary  disease  yield  to 
her  care;  or  is  tragedy  inevitable? 

The  third  play,  Einsame  Menschen  (1891),  handled  the  triangular 
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marriage  (. Ehe  Drift) . 1 J ohannes  V ockerat  is  married  to  a  woman 
intellectually  beneath  him  (like  the  wife  in  Das  Friedensfest );  as  a 
woman  of  means,  she  can  give  him  creature  comforts  and  the 
opportunity  of  living  a  student’s  life,  but  not  intellectual  comrade¬ 
ship.  He  is  rhomme  incompris ;  even  his  parents  do  not  understand 
him,  for  they  are  pious  and  orthodox,  and  he  is  a  disciple  of 
Darwin  and  Haeckel.  Into  his  quiet  home  comes  a  girl  student 
from  Zurich  {der  Fetter  aus  der  Feme) ;  she  understands  Johannes, 
and  he  falls  in  love  with  her;  his  wife  despairs ;  Anna  has  to  leave, 
and  Johannes  drowns  himself.  The  outlines  show  a  similarity  with 
Ibsen’s  R osmersholm^  but  (though  it  was  a  tenet  of  naturalism  that 
personal  interest  should  be  eliminated)  the  inspiration  was  no 
doubt  that  which  later  found  symbolic  expression  in  Die  versunkene 
Glocke.  In  any  case,  Einsame  Menschen  is  a  study  of  neurasthenia, 
just  as  Das  Friedensfest  had  been  a  study  of  heredity  and  1 V or  S  onnen- 
aufgang  a  study  of  alcoholism. 

With  Die  Weber  (1892)  Hauptmann  achieved  European  fame. 
The  poverty-stricken  condition  of  the  Silesian  weavers  was  at  that 
time  a  topical  question,  and  Hauptmann,  himself  the  grandson  of 
a  Silesian  weaver,  studied  the  situation  in  his  native  mountains. 
There  had  been  a  revolt  of  the  weavers  in  18441 2;  and  this  past 

1  This  is  a  prolific  motif  in  German  literature.  It  begins  with  the  medieval 
legend  of  Graf  von  Gleichen ;  this  crusader  brought  home  a  paynim.  maid 
who  had  freed  him  from  captivity,  and  he  is  said  to  have  obtained  a  dispen¬ 
sation  from  the  Pope  to  cohabit  with  her  conjointly  with  his  legal  wife.  The 
legend  has  been  dramatized  by  Wilhelm  Schmidtbonn  (Der  Graf  von  Gleichen, 
1906),  Hermann  Anders  Kruger  (Der  Graf  von  Gleichen,  190S),  and  Ernst 
Hardt  (Schirin  and  Gertraude,  1912,  a  ‘Scher^spieP).  In  Goethe’s  Stella  (first 
version)  and  Maeterlinck’s  Aglavaine  et  Selysette  the  two  women  agree  to  share 
the  husband.  In  fiction  Jakob  Wassermann’s  Das  Gansemannchen  adapts  the 
life-story  of  the  poet  Burger,  who  lived  connubially  with  two  sisters ;  Herbert 
Eulenberg  in  one  of  the  Novellen  of  his  Casanovas  letcfes  JPbenteuer  shows 
Schiller  considering  the  same  solution  of  his  problem ;  Max  Kretzer  in  his 
novel  Drei  Weiher  (1886)  lets  his  hero  live  with  a  woman,  her  stepdaughter, 
and  their  servant;  and  Gerhart  Hauptmann  in  Buck  der  Eeidenschaft  pleads 
passionately  for  the  sweet  reasonableness  of  the  marriage  to  two.  Furst  Her¬ 
mann  von  Piickler-Muskau  (1785-1 871)  bought  an  Abyssinian  girl  and  lodged 
her  in  his  castle,  to  the  disgust  of  his  wife.  For  Otto  Erich  Hartleben  see  p.  63. 

2  The  sufferings  of  weavers  are  the  theme  of  Ernst  Willkomm’s  (1810-86) 
novels  Eisen,  Gold  und  Geist  (1843)  anLd  W^eisse  Sklaven  (1845 1  the  rising  of  the 
Silesian  weavers  at  Peterswaldau  had  just  taken  place  and  forms  the  basis  of 
this  novel).  In  his  novel  Maschinen  (1895)  Konrad  Alberti  shows  the  weavers 
attacking  machinery,  while  Ernst  Toller  bases  his  play  Die  Maschinensturmer 
(1922)  on  the  rioting  of  the  Nottingham  weavers  in  1811,  and  in  his  prologue 
translates  Byron’s  maiden  speech  in  the  House  of  Lords  in  defence  of  the 
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revolt  Hauptmann  used  to  create  the  social  drama  of  the  present. 
There  is  no  ‘construction’  in  the  accepted  sense:  the  play  consists 
of  a  series  of  pictures  of  abject  misery.  Naturalistic  Heldenlosigkeit 
has  here  an  interesting  development:  there  is  no  individual  hero, 
but  the  weavers  collectively  are  the  hero  —  each  individually  in¬ 
significant,  but  as  a  mass  a  sweeping  force.  Die  VFeber  is  the  first 
play  in  which  ‘mass  psychology ’  is  successfully  handled ,  here  the 
mass  does  indeed  express  itself  as  a  unity ;  all  the  indi vi dualities 
coalesce  in  an  entity.  How  successfully  Hauptmann  has  realized 
the  conception  can  be  seen  by  a  comparison  with  Schiller  s  Wilhelm 
Jell :  Schiller’s  idea  was  to  make  the  Swiss  people  the  hero  of  his 
play,  but,  since  the  Swiss  people  are  expressed  by  William  Tell 
(in  the  limelight),  William  Tell  is  the  hero,  not  the  Swiss  people. 
The  revolt  is  crushed;  but  morally  the  weavers  are  victorious. 
Whether  Die  Weber  marks  an  actual  advance  in  dramatic  technique 
is  a  moot  question;  the  opposite  view  is  that  the  innovation  is  in 
the  direction  of  making  the  drama  epic  (. Episierung  des  Dramas ), 
i.e.  minute  but  haphazard  and  loosely  billowing  description  of 
milieu  takes  the  place  of  action  selected  and  concentrated  by  a  con¬ 
trolling  mind. 

The  enslavement  by  sexual  needs  (the  Samson  motif)  sketched 
in  the  short  tale  Bahnwdrter  Thiel  finds  deepened  expression  in 
Fuhrmann  Henschel  (1898).  A  Silesian  carter  has  sworn  to  his  dying 
wife  that  he  will  never  marry  their  servant  Hanne.  But  he  cannot 
live  without  a  wife,  and  he  succumbs  to  Hanne’s  wiles.  She  is 
untrue  to  him,  and  he  hangs  himself.  Fuhrmann  Henschel  and  Rose 
Bernd  (1904)  are  biirgerliche  Trauerspiele  which  differ  from  Haupt¬ 
mann’s  earlier  plays  in  two  important  respects :  the  characters  are 
developed  by  suffering,  and  their  fate  is  not  fixed  by  outside  forces 
(heredity  and  milieu) ,  but  depends  on  volition;  the  characters  are 
free  to  decide  what  their  actions  shall  be;  in  other  words,  they  are 
not  puppets.  Thirdly,  there  is  a  clean-cut  ending  (a  catastrophe  in 
the  old  sense)  to  both  plays;  we  know  that  the  gods  have  done 
their  worst  with  Henschel  and  Rose  Bernd.  In  Rose  Bernd  Haupt¬ 
mann  handles  a  favourite  motif  of  the  Sturm  und  Drang:  Rose  is 
the  frenzied  mother  who  murders  her  new-born  baby;  it  is  the 
eternal  tragedy  of  woman  sexually  pursued  and  helplessly  yielding. 

German  literature  has  only  half  a  dozen  or  so  of  classical  com- 

rioters.  The  actuality  of  the  theme  dates  from  Heine’s  poem  Die  Weber  (in 
Zeitsedichte ,  1844). 
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Of  painting  (obviously  Breslav 

intended) ;  the  weakness  of  the  play  is  that  whereas  we  are  to 
believe  that  Crampton  is  a  genius  debased  by  alcohol,  we  see  t  e 
effects  of  the  alcohol  but  no  evidence  of  the  genius.  Crampton l  as 
given  way  to  drink  because  his  wife  did  not  understand  him;  he  is 
another  homme  incompris,  like  Johannes  VockeraL  ere^  g  ®  ^ 
as  in  Das  Friedensfest,  a  contrast  with  a  healthy  fam  y, 
old  man  up  in  a  sort  of  way  in  an  atelier;  there ,ls; 
solution  of  the  problem,  but  (as  m  Das  Friedensfest)  the  question 
is  left  undecided  whether  kindness  and  contact  with  normal  being 
can  effect  a  cure;  or,  in  other  words,  is  disease  a  1  °r  *S  1 
College  Crampton  is  the  carefully  executed  portrait  of  an  ar“  ’ 
similar  portraits  of  artists  variously  tormented  and  never  un 
stood  by  their  (Strindbergian)  wives  are  Michael  Kramer  {1^00), 
Gabriel  Schillings  Flucht  (x9iz),  with  its  pictures  of  sea  and  dunes 
on  Hiddensee,  and  Peter  Brauer  (1921).  In  Michael  Kramer  (as  m 
Das  Friedensfest )  there  is  the  conflict  between  son  and  father  so 
dear  to  the  expressionists. 

An  event  of  considerable  importance  in  the  history  of  the  Ger¬ 
man  theatre  was  the  appointment  in  1 8  94  of  Otto  Brahm,  one  of  the 
stalwarts  of  naturalistic  propaganda,  as  director  of  the  Deut®^s 
Theater  (later  Lessing  Theater)  in  Berlin  as  successor  to  Adolf 
L’Arronge ;  this  theatre  now  became  the  temple  of  the  Hauptmann 
cult.  Here  in  1896  Hauptmann’s  historical  tragedy  Flonan  Geyer 
was  produced.  It  had  been  planned  as  a  tragedy  of  the  first  magni- 
tude:  Hauptmann’s  intention  was  to  apply  the  technique  of  t  e 
naturalistic  drama  on  a  large  scale.  In  other  words  it  was  m 
Sekundenstil,  though  (ostensibly  at  least)  in  the  archaic  language  of 
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the  period  depicted.  It  is  the  tragedy  of  the  Peasants’  Rebellion 
of  1525,  unrolled  in  a  series  of  loosely  connected  scenes;  and  the 
peasants  as  a  mass  are  the  hero,  though  the  play  takes  its  name 
from  one  of  their  leaders.  To  Hauptmann’s  immense  sorrow  the 
play  was  ill  received;  his  grief  is  symbolically  woven  into  the 
poetry  of  his  next  play,  The  Sunken  Tell  -  clm  Tale  klingt  sie ,  in  den 
Bergen  nichf ;  the  bell  of  his  art  rang  in  the  lowlands  but  not  on 
the  heights. 

The  reason  for  the  immediate  failure  of  Florian  Gejer  lay  partly 
in  a  reaction  of  taste  -  neo-romanticism  was  beginning  -,  partly  in 
the  inherent  weakness  of  the  naturalistic  conception  of  tragedy:  in 
Florian  Gejerwc  have  a  series  of  dissolving  views  which  do  not  rivet 
the  attention.  But  Hauptmann  had  already  struck  out  into  new 
paths :  in  Hanneles  Himmelfahrt1  (1893)  he  had  combined  naturalism 
with  the  time-old  Marchendrama, ,  the  three  essential  ingredients  of 
which  -  dream,  allegory,  supernatural  beings  -  here  harmoniously 
link  and  fuse.  Hannele,  the  fourteen-year-old  daughter  of  a  drunk¬ 
ard  in  a  Silesian  village,  runs  away  from  her  father’s  ill-treatment 
and  tries  to  drown  herself,  as  her  mother  had  done  before  her,  in 
the  village  pond.  She  is  rescued,  and  is  taken  by  her  teacher  to  the 
workhouse ;  in  the  dreams  of  her  fever,  which  pass  over  the  stage, 
she  sees  Bible  texts  and  fairy-tale  story  realized,  with  herself  as 
the  heroine  in  the  magical  white  light  of  it.  The  awakenings  of 
puberty  lend  a  chill  warmth  to  her  visions :  her  teacher  is  the 
Saviour,  whom  she  is  to  wed.  The  angel  of  death  stands,  black- 
robed  and  black-winged,  in  the  room,  sword  in  hand ;  a  hunch¬ 
backed  village  tailor  comes  and  robes  her  in  a  bridal  dress  of  white 
silk,  and  puts  glass  slippers  on  her  feet:  the  angel  lifts  his  sword 
and  vanishes :  Hannele  is  dead.  Angels  lay  her  in  her  coffin;  a 
stranger  who  resembles  the  village  teacher  bids  her  rise :  she  kneels 
at  his  feet:  he  takes  all  her  lowliness  from  her,  and  angels  take  her 
to  kingdom  come. 

Verse  of  great  beauty  had  mingled  with  the  naturalistic  prose  of 
Hannele :  it  is  by  the  beauty  of  its  verse  that  Die  versunkene  Glocke 
(1896)  lives  and  will  live.  Only  the  old  witch  speaks  in  (Silesian) 
dialect,  and  even  this  is  verse.  All  the  naturalistic  stock-in-trade 
(except  the  ethics  of  the  rights  of  passion)  is  dropped:  there  are 
long  resonant  monologues,  the  only  reality  is  folded  in  the  spirals 

1  In  later  editions  the  title,  owing  to  the  indignation  of  Christians,  was 
changed  to  Hannele. 
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of  a  defiant  symbol,  and  the  inspiration  is  intense  personal  ex¬ 
perience  and  mental  conflict.  The  heroine  Rautendelein  (Silesian 
for  rotes  Annlein )  is  the  first  of  the  red-haired  girls  who  -  symbols 
of  art,  beauty,  mystery,  the  lure  of  Bohemian  genius  -  bewitch 
the  heroes  of  Hauptmann’s  plays;  it  is  well  knowm  that  the  model 
was  Hauptmann’s  second  wife,  a  gifted  violin-player.  The  lesson 
of  the  play  is  that  the  artist  must  live  in  loneliness,  out  of  society, 
but  in  communion  with  nature,  here  symbolized  by  sprites  of 
woodland  and  water  who  have  the  quaintness  of  Bocklin  s  my  th¬ 
ical  figures  -  the  Nickelmann  rising,  reeds  in  hair,  from  the  well 
and  snorting  like  a  seal,  the  Waldscbrat ,  a  horned  and  goatfoot 
satyr.  Heinrich  the  bellfounder  has  cast  a  wonderful  bell  which 
is  to  ring  glad  tidings  down  to  humanity  from  the  church  on  the 
mountains ;  on  its  way  uphill  the  satyr  upsets  the  cart  and  it  tum¬ 
bles  into  the  mountain  lake  (the  physical  elements  of  nature  - 
Elementargeister  -  are  hostile  to  mental  striving);  Heinrich  drags 
himself  to  the  witch’s  hut,  where  he  is  tended  by  Rautendelein, 
with  whom  he  is  happy  and  inspired;  the  Philistine  forces  (parson, 
schoolmaster,  barber)  fetch  him  back  to  the  village;  but  he  cannot 
live  there,  and  he  finds  his  way  back  to  the  mountains  to  die  on  a 
last  kiss  of  Rautendelein,  who  has  joined  the  old  watersprite  at  the 
bottom  of  his  well  (beauty,  denied  the  struggling  tormented  artist, 
is  the  prey  of  primitive  brute  strength).  Beauty  at  which  all  hands 
snatch,  and  which  is  crushed  by7  the  grasp  of  force,  is  the  symbol, 
too,  of  the  weird  play  End  Pippa  tan. ^  (1906);  Pippa  (the  name 
was  taken  from  Browning)  -  frail  as  a  Venetian  goblet  of  cut 
glass  -  is  rescued  from  those  who  pursue  her  by  a  consumptive 
apprentice  on  his  way  through  the  packed  ice  and  snow  of  the 
Riesengebirge  to  the  fairy  world  of  Venice.  She  dies;  Michel 
(i.e.  der  deutsche  Michel,  the  dreamer,  the  poet)  goes  blind,  but 
he  sees  Venice,  and  Pippa  dances  in  his  dreams:  beauty,  which 
shatters  in  the  grasp  of  force,  is  only  seen  and  possessed  by  the 
blind. 

In  three  plays  Hauptmann  goes  back  to  the  old  German  period. 
Der  arm  Heinrich  (1902)  dramatizes  the  legend  of  the  knight  sick 
with  leprosy  who  is  told  that  only  the  blood  of  a  maiden  can  save 
him;  the  daughter  of  the  farmer  at  whose  house  he  has  found 
refuge  offers  the  sacrifice  (the  stirrings  of  puberty  move  her  as 
they  did  Hannele),  but  the  knight,  transformed  morally  by  the 
miracle  of  love  he  beholds,  stays  the  surgeon’s  knife,  is  cured  by 
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the  grace  of  God,  and  weds  the  maid.  In  Kaiser  Karls  Geisel  (1908) 
there  is  a  contrast  of  senile  eroticism1  (in  Charlemagne)  with  con¬ 
stitutional  nymphomania  in  a  girl  of  sixteen;  the  ethic  problem  is 
(as  in  Hebbel’s  Agnes  Bernauer)  whether  one  whose  life  is  claimed 
for  the  public  good  has  a  right  to  personal  indulgence.2  In  another 
medieval  drama,  Griselda  (1909),  Hauptmann  turns  the  irritating 
old  legend  of  wifely  humility  into  a  somewhat  brutal  study  of 
uxoriousness  and  sadism;  that  is  to  say,  we  have  here  a  husband 
whose  pleasure  it  is  to  torture  the  woman  he  loves.  Ulrich  is,  like 
so  many  of  Hauptmann’s  characters,  a  pathological  case;  ‘ icb  be- 
greife  es  nicht?  he  says  to  Griselda,  ‘dass  icb  dich  .  .  .  mit  aller  erdenk- 
%chen  Bosbeit  des  Herzens  martern  muss .’  Marriage  he  defines  as  a 
relationship  of  hawk  and  dove,  of  horse  and  rider.  Since  he  has 
the  cats  poisoned  that  she  strokes  it  is  not  surprising  that,  as  in 
the  medieval  legend,  he  is  jealous  of  his  own  child  and  takes  it 
away  from  the  mother.  Griselda,  however,  enjoys  this  cruelty; 
she  has  that  passivity  which  is  interpreted  as  masochism.  It  is  in 
such  medical  details  as  this  that  Hauptmann  adds  a  new  -  though 
it  may  be  ‘morbid’  -  phase  to  the  dramatic  rendering  of  psycho¬ 
logy,  as  well  as  a  new  (and  possible)  reading  to  the  apparent 
strangeness  of  ancient  legends.  Dramatically  considered,  the  weak¬ 
ness  of  such  plays  is  that  they  end  with  a  query  (as  already  Das 
Friedetisfest  had  done) ;  here  Griselda  tells  her  husband  that  he  must 
love  her  less;  this  might  indeed  cure  him,  but  his  nature  being 
what  it  is,  will  it? 

The  plays  on  legendary  subjects  (the  heroine  is  usually  a  half- 
grown  girl)  have  been  classed  as  Balladendrameir,  one  such  play, 
Winterballade  (1917),  is  actually  called  a  ballad  in  the  title;  it  is 
the  dramatization  of  a  tale  by  Selma  Lagerlof  (as  Elga,  i9°5j  1s  a 
dramatization  of  Grillparzer’s  tale  Das  Kloster  bei  Sendomir} ,  three 
weird  Scots  lairds,  commanders  of  Scots  mercenaries  in  the  pay  of 
the  King  of  Sweden,  murder  an  old  clergyman;  one  of  them.  Lord 
Archie,  stabs  the  clergyman’s  daughter  to  death;  Elsalil,  the  foster 
sister  of  the  murdered  girl,  witnesses  the  murder,  but  escapes. 

1  A  pre-Freudian  sketch  to  be  compared  with  the  cruelly  elaborated  studies 
of  Georg  Kaiser;  see  pp.  391#. 

2  That  is,  it  is  a  Pflichtdrama.  The  prototype  of  this  peculiarly  Prussian 
genre  is  Kleist’s  Der  Prime  von  Hamburg  (1821).  Other  notable  Pflicbtdramen 
are  Paul  Ernst’s  Preussengeist ,  Fritz  von  Unruh’s  Offi^iere  and  Louis  Ferdinand , 
Prime  von  P reus sen,  Hermann  Burte’s  Katie  and  Herzog  Utz>  and  Wolfgang 
Goetz’s  Der  Ministerprasident  (1936). 
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She  goes  mad.  She  resembles  the  murdered  girl,  and  Lord  Archie 
thinks  she  is  the  ghost  of  the  girl  he  has  stabbed :  there  are  ghastly 
love-scenes  between  the  crazy  girl  and  the  conscience-stricken 
laird;  Elsalil  drives  her  teeth  into  Lord  Archie’s  wrist,  and  clings 
—  it  is  the  bite  of  a  vampire  from  which  he  goes  mad  (occultism 
is  in  vogue  at  this  period).  The  clergyman  s  son  has  challenged 
Lord  Archie  to  a  duel,  but  when  he  sees  that  the  murdereris  crazy 
he  considers  himself  avenged  by  the  hand  of  the  Lord.  With  Der 
weisse  Heiland  (1920)  the  scene  shifts  to  Mexico:  Montezuma  wel¬ 
comes  Cortes  as  the  ‘White  Saviour’  promised  by  old  legend  but 
he  himself  is  the  Saviour,  who  is  tortured  and  put  to  death  by 
the  Spaniards  for  greed  of  gold  and  in  the  name  of  religion.  The 
undertone  is  poignant:  in  the  almost  sick  denunciation  of  atro¬ 
cities  perpetrated  in  the  name  of  fanatic  patriotism  and  religion  is 
to  be  heard  Hauptmann’s  own  disgust  in  the  war  years.1  Schluck 
and  ]au  (1900)  had  transferred  the  main  idea  (life  is  a  dream)  of 
Christopher  Slv’s  lordship  to  Silesia;  Indipohdi  (1920)  is  closely- 
modelled  on  The  Tempest-.  Prospero,  dethroned  by  his  son  has 
been  wrecked  on  a  Pacific  island,  where  he  is  hailed  by  the  Indians 
as  the  long-promised  White  Saviour.  With  him  is  his  daughter 
(red-haired),  who  has  grown  up  on  the  island;  hunting  an  eagle 
on  the  mountains  she  meets  a  youth  who  turns  out  to  be  her  own 
brother,  wrecked  in  his  turn;  she  falls  in  love  with  him,  and  pro¬ 
claims  her  intention  of  living  with  him,  even  when  she  learns  the 
relationship.  (Incest2  becomes  a  favourite  theme  at  this  period; 
it  occurs,  e.o-.,  in  Leonhard  Frank’s  Bruder  und  Schwester,^  Hesse  s 
Demian,  Bierbaum’s  Sam  alio  Tardulus,  Thomas  Mann’s  W  alsungen- 
blut ,  Herbert  Eulenberg’s  Anna  Walemka,  Fritz  von  Unruh  s  Em 
Geschlecht,  Max  Brod’s  Lord  Byron  kommt  aus  der  Mode ,  Kasimir 
Edschmid’s  Lord  Byron.)  The  old  magician,  rather  than  sanction 
human  sacrifices,  which  he  has  abolished,  ascends  a  volcano,  and 
(like  Holderlin’s  Empedocles)  descends  into  the  crater:  his  son 
and  daughter  are  to  rule  united. 


1  The  source  is  more  or  less  Eduard  Stucken’s  novel Dtewemm  Goiter 
Cdd  27  s-4)  •  Kotzebue’s  Die  Spanier  in  Peru  (1 796 ;  adapted  by  Sheridan  as  Piz- 
irra)  and  Wolfgang  Kirchbach’s  (1857-1906;  one  of  Conrad  s  Munich  circle) 

Des  Sonnenreiches  Untergmg  (1891)  ' were  .  difference  in 

2  The  motif  had  been  handled  before  World  War  I,  but  the  dteeram 
treatment  can  be  seen  by  comparing  (e.g.)  Anzengruber  s  Schandfleck ,  where 
sexual  love  fades  when  the  relationship  is  discovered,  with  the  consummate 
justified  by  the  example  of  Byron. 
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.  V eland 1  (1925),  in  which  the  legend  of  Wayland  the  Smith  is 
dramatized,  is  another  study  of  sadism,  and  thus  to  some  extent  it 
repeats  Griselda :  here  Veland  enslaves  Bodwild  by  twisting  her 
hair  round  his  fists  and  raping  her,  and  the  measure  of  her  de¬ 
basement  by  the  (at  first)  forced  exercise  of  the  sex  function  is  that 
of  her  passion  for  this  man  who  ‘bends  her  like  a  bow’.  Veland 
can  hardly  be  given  dramatic  value  unless  it  is  classed  as  a  Marchen- 
drama ,  but  -  though  Veland  is  a  god  and  though  the  finale  sym¬ 
bolizes  the  self-liberation  by  rebellion  of  all  oppressed  workers  - 
the  general  spirit  is  not  that  of  the  Marchendrama,  nor  could  it  well 
be  so  as  a  study  of  sadism.  Veland  can  work  magic,  but  he  can 
only  free  himself  from  bondage  by  constructing  wings  to  fly  with. 
Hauptmann  has  de-humanized  an  old  tale  which  has  its  own  satis¬ 
fying  symbol  of  patient  human  endeavour.  Masochism  is  again 
the  theme  of  Hauptmann’s  next  play,  Dorothea  Angermann  (1926); 
the  heroine  is  a  parson’s  daughter  who  is  seduced  by  a  cook ;  he 
drags  her  through  the  mud,  but  does  not  destroy  her  devotion  to 
him.  The  very  title  oiSpuk  (1929)  hints  at  Hauptmann’s  progressive 
obsession  by  demonism;  there  are  two  plays  in  the  volume,  Die 
schwar^e  Maske  and  Hexenritt ;  in  the  former  there  is  a  gigantic 
nigger  who  blackmails  his  former  mistress,  now  the  wife  of  a 
burgomaster;  the  second  is  a  Swedish  scene  with  Satanism  and  a 
vampire.  The  title  of  1 '/or  Sonnenuntergang  (1932)  seemed  to  hold 
forth  a  promise  of  cessation.  It  is  one  more  study  of  senile  eroti¬ 
cism,  but  this  time  an  old  man’s  right  to  the  love  and  possession  of 
a  girl  is  defended  as  perfectly  natural.  The  hero,  a  septuagenarian 
business  -man  who  has  made  his  pile,  infuriates  his  family  by  insist¬ 
ing  on  marrying  a  young  Kindergarten  teacher,  and  they  attempt 
to  foil  his  plan  by  suing  for  the  application  of  legal  restraint,  which 
in  (Germany  means  immediate  deprivation  of  rights  of  administra¬ 
tion  till  the  case  is  decided.  His  son-in-law  is  appointed  curator, 
with  tragic  effects.  That  the  play  was  galvanized  into  life  by  the 
distinguished  actor  Werner  Krauss  does  not  prove  the  thesis  pro¬ 
pounded  by  the  drama  that  neither  mind  nor  sex  necessarily  decay 
in  advanced  age. 

It  might  be  charitable  not  to  mention  three  plays  of  Hauptmann 

1  Wagner’s  unfinished  opera  Wieland  der  Schmied  was  followed  by  Franz 
Held’s  Weland  der  Schmied ,  Eberhard  Konig’s  Wielant  der  Schmied  (1911),  and 
Fritz  Lienhard’s  Wieland  der  Schmied  { 1905).  Karl  Gustav  Vollmoller’s  Wieland 
(191 1)  is  a  cynical  travesty  of  the  legend  :  Wieland  is  a  German  aviator,  whose 
first  flight  is  financed  by  Lord  Northwick,  proprietor  of  the  Evening  Mail. 
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which  have  always  had  a  bad  press.  Die  jungfern  von  Bischojsberg 
(1907)  is  a  comedy  in  which  German  humour  is  at  its  worst;  there 
are  four  sisters  in  a  household  which  copies  that  of  the  Thiene- 
mann  family  into  which  Hauptmann  married  in  his  green  youth, 
and  an  incredibly  credulous  ‘ Monstrum  in  Oberlehrergestalf .  Die 
Ratten  (191 1),  defined  as  a  ‘ Berliner  Tragihomodk\  is  said  by  Haupt¬ 
mann  to  be  his  very  first  play ;  the  characters  represent  the  scum 
of  Berlin  -  a  childless  woman  gets  her  brother,  a  bully,  to  murder 
the  Polish  servant  from  whom  she  has  bought  a  baby  and  who 
wants  it  back.  The  Festspiel  in  dents chen  Reimen  (1913),  written  to 
command  in  commemoration  of  the  German  War  of  Liberation, 
was  hailed  with  derision  when  produced;  Hauptmann  was  charged 
with  glorifying  Napoleon,  whom  he  brings  on  to  the  stage  to¬ 
gether  with  the  great  men  of  the  past  -  Frederick  the  Great,  Fichte, 
Hegel,  Heinrich  von  Kleist,  Jahn  -  to  interpret  the  German  spirit. 
That  there  was  a  lukewarm  acceptance  of  this  play  after  1933  de¬ 
cides  nothing;  it  is  a  matter  of  literary  history  that  it  was  carried 
by  the  actor  Werner  Krauss  to  Hitler,  who  accepted  it  as  the  Fest¬ 
spiel  of  the  Third  Empire,  the  justification  being  that  it  did  in 
vision  sweep  the  glorious  future  -  which  events  were  to  prove 
near  -  when  Germany  should  guide  the  world  to  Peace  eternal. 
In  form,  it  is  an  experiment  which  uses  Knittelverse  and,  though 
intended  for  production  before  great  audiences,  frames  the  action 
as  a  Puppenspiel.  Definitely  anti-Nazi  is  the  one-act  play  Die  Fin- 
sternisse,  which  was  written  in  1937  but  not  published  till  1947. 
The  first  title  was  Requiem,  and  it  was  written  to  honour  a  Jewish 
friend,  whose  family  had  been  forced  to  bury  him  clandestinely. 
Though  he  was  treated  with  suspicion  Hauptmann  remained  in 
Germany,  but  reprinting  of  his  works  was  forbidden  and  some  of 
his  plays  were  banned. 

In  his  ’prentice  days  Hauptmann  had  written  a  short  tale:  Der 
Apostel  (1890),  at  once  a  prose  poem  and  a  subtle  presentment  of 
religious  mania.  The  kernel  of  the  story  is  a  dream  of  the  unio 
mystica:  the  ‘apostle’  dreams  that  Jesus  appears  to  him,  and  that 
the  apparition  cures  him  of  the  strange  sensations  of  his  brain. 
It  is  a  coming  of  peace.  This  dream  and  the  results  of  it  are  re¬ 
peated  in  Der  Narr  in  Christo  Emanuel  Quint  (1910).  In  this  novel 
Hauptmann  has  taken  up  the  subject  of  his  early  short  story,  and, 
repeating  some  of  the  details,  has  worked  out  a  more  prosaic  ex¬ 
position  of  religious  mania.  Many  Messiahs  have  appeared  in  the 
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world,  and  Hauptmann  lights  up,  sympathetically,  the  genesis  and 
growth  of  their  delusions,  as  well  as  the  effect  of  their  preaching 
on  credulous  minds.  It  is  perhaps  unfortunate  that  the  career  of 
his  hero  is  so  closely  modelled  on  that  of  Jesus;  for  even  to  free¬ 
thinkers  who  take  the  book  as  it  is  meant,  as  an  interpretation  of 
the  Gospels,  the  taking  over  of  fact  after  fact  -  for  instance,  the 
hovering  doves  when  Quint  is  baptized  -  will  seem  too  obviously 
inartistic;  while  to  some,  of  course,  the  story  will  be  blasphemy. 
Again,  the  novelist  has  kept  too  close  to  science  to  keep  the 
illusion  of  art;  the  events  are  so  scientifically  possible  that  they 
are  improbable.  The  Moravian  atmosphere  of  Silesian  mountain 
villages,  however,  the  atmosphere  in  which  Hauptmann  grew  up, 
is  wonderfully  well  reproduced;  we  are  made  to  feel  that  religious 
revivals  are  just  as  inevitable  among  these  weavers  and  tillers  of 
the  soil  as  they  are  in  Wales.  In  The  Fool  in  Christ,  as  in  other 
books  by  Hauptmann,  there  is  a  struggle  between  the  spirit  and 
the  flesh;  but  Emanuel  Quint  conquers  the  flesh  by  persuading 
himself  that  he  is  a  spirit.  This  belief  explains  his  teaching.  He 
thinks  that  the  Lord’s  Prayer  is  an  address  to  the  Ghost  -  that  is, 
to  the  God-Spirit  in  man.  It  is  with  the  spirit,  therefore,  that  he 
baptizes.  But  he  that  is  baptized  of  the  spirit  is  born  again  of  the 
spirit,  and  is  therefore  the  Son  of  God.  Quint  merely  wishes  to 
save  men  from  their  dead  selves  -  i.e.  their  bodies  -  by  making 
them  spirits,  or  God;  but  his  hearers  do  not  follow  his  admirably 
simple  reasoning.  To  the  learned  among  them  it  seems  labyrinthine 
madness;  to  the  starving  peasants  it  seems  to  be  the  self-glorifica¬ 
tion  of  the  Messiah,  and  as  such  they  worship  hirrq  forming  a 
community  which  wallows  in  mad  orgies  till  he  forbids  them  to 
read  the  Bible,  the  source  of  their  delusions  and  selfish  hopes. 
Quint  is  a  prophet  preaching  in  the  wilderness ;  what  his  disciples 
want  is  not  the  kingdom  of  the  spirit  but  better  times.  In  the  end 
he  wanders  about  Germany,  knocking  at  doors  and  saying  he  is 
Christ;  and  he  is  last  seen  in  the  mountains  of  Switzerland.  When 
his  corpse  is  found  after  the  spring  thaw  there  is  a  sheet  of  paper 
in  his  pocket,  and  on  it,  still  legible,  are  the  words :  ‘The  mystery 
of  the  kingdom?’  With  this  query  the  book  ends. 

Apart  from  the  religious  and  psychopathic  problems,  there  is 
much  that  is  interesting  in  The  Fool  in  Christ.  There  is  an  auto¬ 
biographical  element:  Kurt  Simon  is  clearly  a  picture  of  Haupt¬ 
mann  as  an  agricultural  student;  none  the  less  self-portraiture  is 
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Dominik,  the  Breslau  student  whose  teachers  will  not  allow  him  to 
come  up  for  his  examination  ‘on  the  ground  of  moral  delinquency  . 
The  period  of  Quint’s  appearance  is  set  about  1890,  a  time  when 
all  Germany  was  in  a  ferment;  and  we  have  transparent  portraits 
of  celebrities  of  that  time  and  after,  e.g.  Peter  Hullenkamp  is  the 
hallucinated  poet  Peter  Hille,  the  picturesque  vagrom  man  among 

the  naturalists.  .  5 

There  is  an  autobiographical  substratum,  too,  in  Hauptmann  s 

second  long  novel.  In  1884,  while  studying  sculpture  in  Rome  he 
had  been  laid  up  with  an  attack  of  typhoid  fever,  and  probably 
his  life  was  saved  by  his  fiancee,  who  came  from  Germany  to  nurse 
him.  Ten  years  later  he  visited  America.  These  are  the  two  ex¬ 
periences  which  form  the  groundwork  of  Atlantis  (1912).  There 
is  much  else  that  is  obviously  autobiographical ;  probably  the  hero 
Friedrich  von  Kammacher,  whose  experiments  in  bacteriology 
have  ended  in  a  fiasco,  is  as  much  Hauptmann  himself  as  Vockerat 
is  in  Einsame  Menschen  or  Heinrich  in  Die  versmkene  Glocke.  While 
Friedrich’s  scientific  reputation  was  being  torn  to  shreds  his  wife 
had  gone  mad;  these  two  threads  which  the  Parcae  had  woven 
into  his  life  had  snapped,  but  a  third  thread,  his  passion  for  a  little 
vampire  of  a  dancing  girl,  is  still  whole.  He  takes  a  berth  on  a 
steamer  by  which  she  is  travelling  to  New  York;  and  more  than 
half  of  the  book  is  taken  up  with  the  life  on  board  the  Roland  till 
it  is  rammed  bv  a  derelict,  with  the  escape  of  a  boatful  of  passen¬ 
gers,  including  the  doctor  and  his  dancing  girl,  and  with  their 
rescue  by  a  schooner.  Minute  as  the  description  is,  there  is  not  a 
moment’s  languor;  and  accounts  of  actual  shipwrecks  by  survivors 
seem  illusory  after  the  unerring  balancing  of  psychological  states 
which  even  Hauptmann  could  probably  not  have  written  if  he  had 
not  been  a  pupil  of  Forel.1  Moreover,  the  events  as  described  are 
strangely  prophetic  of  the  disaster  to  the  Titanic ,  which  occurred 
shortly  afterwards.  In  New  York,  Friedrich  whistles  his  dancmg 
girl  down  the  wind,  joins  a  circle  of  artists,  and  takes  lessons  m 
sculpture,  at  which  he  had  tried  his  hands  in  his  youth,  from  Eva 
Bums.  But  he  cannot  free  his  mind  from  the  experiences  of  the 
shipwreck,  and  he  would  become  a  maniac  if  the  ‘poisons  and 
putrid  matter’  in  his  body  did  not  end  his  consciousness  by  an 


1  August  Forel’s  Die  sexuelle  Frage  (1904),  Mantegazza’s  Physiologie  der 
Liebe,  and  Krafft-Ebing’s  Psychopathia  sexuahs  had  considerable  influence  on 
this  period. 
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attack  of  typhoid  fever.  He  is  nursed  back  to  life  by  Eva  Burns, 
and,  his  hysterical  wife  having  in  the  meantime  died  to  make  way 
for  the  ‘healthy  woman’  of  so  many  of  the  novels  of  the  period, 
he  returns  with  her  to  Europe. 

Greek  paganism  which  literally  amounts  to  phallus-worship 
gives  a  disquieting  fascination  to  the  novel  Der  Ket^er  von  Soana 
(1918).  The  hero  is  an  Italian  priest  in  Ticino,  who,  to  unite  him¬ 
self  with  a  beautiful  girl,  herself  the  child  of  incest,  forsakes  his 
creed  and  lives  as  a  goatherd.  The  intention  -  Eve  rules  all,  and 
there  is  no  help  for  it  -  sounds  ecstatic  or  hopeless  according  to 
attitude  from  the  words  in  which  the  narrator,  who  as  he  descends 
the  mountain  meets  the  woman  coming  up,  describes  her:  ‘she 
rose  up  from  the  depths  of  the  world  -  and  she  rises  and  rises, 
into  eternity,  as  the  one  into  whose  merciless  hands  heaven  and 
hell  are  delivered  up.’  That  is,  a  man  cannot  escape  love.  That 
woman  cannot  deny  herself  to  love  is  demonstrated  with  sly  irony 
in  Die  Insel der grossen  Mutter  (1924).  A  ship  is  wrecked  on  the  coast 
of  a  South  Sea  island:  only  the  women  escape,  with  one  lovely 
boy.  The  women  establish  a  matriarchy.  In  due  course  babies 
arrive:  there  is  an  Indian  god  on  the  island.  The  first  child  is 
looked  upon  as  Messiah.  As  the  boys  grow  up  they  are  banished 
to  Manland,  whence  in  due  course  they  return  to  conquer  their 
willing  mothers  and  sisters.  Phantom ,  Auf^eichnungen  eines  ehemaligpn 
Strdflings  (1922)  describes  the  inner  life  and  transformation  of  a 
criminal.  The  hero  of  Wanda  (1928)  is  yet  another  of  Hauptmann’s 
alcoholic  artists:  he  pursues  a  vampire  of  a  girl,  who  prefers  to 
be  attached  to  a  circus. 

The  seizure  of  resistless  bodies  and  souls  by  eroticism  is  again 
the  theme  of  Das  Buck  der  Eeidenschaft  (2  vols.,  1929-30),  in  which 
the  autobiographical  element  (the  form  is  that  of  a  diary)  is  patent 
-  the  whole  book  makes  the  impression  of  being  a  hysterical  ex¬ 
cuse  for  the  neurotic  implications  of  Einsame  Menschen  and  Die 
versmkene  Glocke.  The  mot  de  Cambronne  with  which  Goebbels  in 
1933  hailed  the  burning  by  students  of  literary  perversions  might 
well  have  included  this  Book  of  Passion,  for  in  set  words  it  defends 
that  manage  a  trois  which  so  many  literary  discussions  (p.  27),  as 
well  as  the  tragedy  of  the  poet  Burger,  have  shown  to  be  immoral 
because  destructive  to  at  least  one  of  the  three.  Interesting  is  the 
hero’s  account  of  the  building  of  his  castle  in  the  Riesengebirge; 
here,  at  Agnetendorf,  in  1899  Hauptmann  built  his  own  mansion. 
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The  vampire  in  this  roman  a  clefs  is  a  Jewess  from  Odessa,  white 
as  milk  and  black  as  night’  -  ‘26  Jahre  bochstens  war  diese  blutlos- 
wachseme  Frau,  die  ihren  Mann  verlassen  hat:  The  hero  meets  her 
while  studying  in  Rome,  where  she  is  the  mistress  of  an  artist 
who  says  she  is  dead  -  and  quotes  Byron’s  Bride  of  Corinth.  There 
is  autobiographical  interest  too  in  the  fantasy  Die  Spit^haate  (1 930), 
in  which  Hauptmann  pays  a  tribute  of  piety  to  the  old  inn  he  was 
born  in,  and  where,  too,  the  tragedy  dramatized  mFuhrmann  Hen- 
schel  had  taken  place:  he  sleeps  there  betore  it  is  pulled  down,  and 
is  visited  (in  dream)  by  the  heraldic  beasts  which  provide  the 
familiar  signs  of  inns.  Das  Meerwunder  (1934)  1S  another  fantasy 
with  a  sailor’s  yarn  and  the  South  Seas  and  a  mermaid.  Das  Marchen 
(1041)  as  Hauptmann  acknowledges,  directly  follows  the  lines  of 
Goethe’s  symbolic  tale  of  the  same  title ;  how  much  in  these  closing 
years  of  his  life  the  musings  of  der  alte  Goethe  were  in  his  mind  is 
still  further  proved  by  his  Mignon  (i947)>  which  was  written  m 
1044.  This,  his  last  work  to  be  completed  (his  long_novel  Der  nem 
Christophorus,  which  was  to  be  the  final  expression  of  his  mysticism, 
remained  a  fragment),  was  written  in  1944-  It  is  again  autobio¬ 
graphical  in  the  sense  that  the  gist  of  it  is  made  up  of  the  inner 
longing  and  the  dreams  of  the  writer.  He  who  tells  the  story  has 
flecf  from  the  humdrum  life  of  duty  to  the  magic  oi  the  Lago 
Mavgiore,  and  here  he  meets  a  slip  of  a  girl,  a  dancer  who  has 
run  awav  from  her  father’s  itinerant  circus  and  is  on  the  tramp 
from  inn  to  inn  with  an  old  beggar.  They  are  Goethe’s  Mignon 
and  Harper  come  to  life  again;  and  Goethe  himself  is  recreate  , 
as  a  kind  of  yokel.  Mignon  as  a  fairy  being  must  fade  out  of  the 
trammels  of  reality,  and  as  she  dies  it  is  borne  m  on  the  teller  of 
the  tale  why  the  incarnation  of  a  poet’s  longing  incorporates  also 
the  problem  of  life:  whether  what  is  demonic  in  our  nature  should 

orevail  over  what  is  factual.  r 

Two  of  Hauptmann’s  works,  the  novel  bn  Wirbel  der  Berufung 
(it,, 6)  and  the  play  Hamlet  in  Wittenberg  (1935),  complement  each 
other  and,  by  making  the  problem  of  Hamlet  serve  as  a  symbol 
of  life  in  some  sort  continue  Goethe’s  Wilhelm  Meister.  Im  Wir  ( 
der  Berufung  is  in  substance  a  re-hash  of  the  old  homme  incompns 
matter  -  but  this  time  there  is  a  noble  princess  (of  the  very  duo¬ 
decimo  sort)  as  well  as  the  inevitable  intellectually  independent 
little  minx  (this  time  not  quite  red-haired  -  sie  hat  etnen  Schvall 
ooldbrauner  HaarP).  Both  ladies  have  the  artistic  temperament,  but 


40  MODERN  GERMAN  LITERATURE 

the  Apollo-like  princess  yearns  for  the  world  of  commoners  as 
well;  to  her,  as  she  inhales  her  endless  chains  of  cigarettes,  com¬ 
mon  clay  has  a  reek  which  is  not  so  rotten  as  that  of  any  Court, 
Nevertheless,  since  the  poet-hero  takes  advantage  of  an  attack  of 
haemorrhage  (the  end  of  the  book  finds  him  dubiously  repentant 
at  Davos)  to  avoid  abducting  her  at  her  own  special  request,  she 
has  to  put  up  with  an  English  prince.  One  comforting  feature  of 
the  book  is  that  the  hero  gets  a  good  dressing  down  from  the 
doctor  who  attends  his  wife ;  this  lady,  true  to  Hauptmann’s  dom¬ 
estic  type,  is  devoted,  dull,  and  depressed  by  child-bearing.  The 
scene  of  the  action  is  a  'Resident  on  the  coast  of  Riigen;  since  the 
island  of  Vilm  is  seen  from  the  town  it  is  obviously  Putbus.  The 
poet,  whose  arrival  arouses  interest  even  in  the  Castle,  hobnobs 
with  a  company  of  ragtag  and  bobtail  actors ;  and  here  comparison 
with  Wilhelm  Meister,  inevitable  in  this  novel,  betrays  Hauptmann’s 
weakness  in  the  creation  of  really  human  and  lovable  types.  The 
strayed  poet,  Emanuel  Gotter,  is  invited  to  direct  a  performance 
of  Hamlet  to  celebrate  the  Prince’s  birthday;  and  the  rehearsals 
provide  Hauptmann  with  an  opportunity  of  gradually  unfolding 
his  solution  of  certain  problems  of  the  play.  The  backbone  of  his 
argument  is  that  Laertes  as  a  rebel  is  impossible,  that  his  role  as 
such  is  due  to  an  accidental  transposition  of  names  in  the  stage 
manuscript,  and  that,  therefore,  the  rebel  leader  is  not  Laertes,  but 
Hamlet.  The  whole  drama  may  be  interpreted  as  a  'Leichenspiel, 
a  genre  of  drama  connected  with  the  cult  of  dead  heroes  in  post- 
Homeric  Greece,  and  in  this  light  the  ghost,  for  whose  pacification 
all  the  blood  is  shed,  is  the  most  important  character  as  he  is  the 
prime  mover  in  the  play.  Hamlet’s  garb  of  black  fits  in  with  this 
interpretation,  for  the  animals  sacrificed  in  Heroenkult  had  to  be 
black.  The  key  to  the  theme  both  of  Hamlet  and  of  this  novel  is 
the  vampire-motif:  even  the  Princess  has  "lips  and  nose  like  a  bat’; 
and  indeed  Gotter  comes,to  realize  that  as  poet  he  has  two  series 
of  vampires  sucking  his  heart’s  blood :  his  calling  (‘Berufmg’)  and 
women.  To  Hamlet  his  father’s  ghost  is  a  vampire;  and  since 
Shakespeare  is  Hamlet  and  since  Gotter  (that  is,  Hauptmann,  or 
the  god-poet?)  is  Hamlet  the  theme  stands  clear.  In  the  novel  we 
are  told  that  Hamlet  -  the  first  modern  man,  since  blood-revenge 
was  alien  to  his  nature  -  would  have  saved  himself  if  he  had 
allowed  his  mother  to  persuade  him  not  to  return  to  Wittenberg  - 
for  heroic  ghosts  cannot  do  blood-sucking  abroad.  In  Hamlet  in 
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Wittenberg,  however ,  Hamlet  is  ethically  transformed  [gewandelt) 
from  a  libertine  of  the  Prince  Hal  sort  because  his  father  s  ghost 
like  Undine  he  rises  from  a  well  in  the  courtyard  -  appears  to  him 
in  a  German  castle  and  calls  him  home  to  sweep  to  his  revenge. 
One  of  Karl  Gutzkow’s  (1811-78)  first  dramatic  attempts  was  a 
Hamlet  in  Wittenberg,  but  Gutzkow  of  course  could  never  have  con¬ 
ceived  a  Hamlet  so  pathological  and  nightmare-ridden  as  Haupt¬ 
mann’s  ‘Prinz  Trauermantel’,  whose  ambition  it  is  to  be  a  lecturer 
in  poetics’  (Lektor  fir  Poetik).  He  practises  collegium  logecumm  an 
interview  with  Magister  Melanchthon  whom  ^sures  ,ha  he 
is  ripe  for  death;  and  to  Melanchthon  s  charge  that  no  P  J 
too  filthv  for  him  to  wallow  in  he  replies  that  a  1  precious  dun  s 
come  from  the  muddied  earth  and  that  the  ecclesiastical  er ity, 
if  they  were  consistent,  should  call  the  womb  of  woman  filth  and 
slime',  mat  Hauptmann  is  touching  here  is  the  problem  of  ro\a  } , 
or  rather  of  the  contact  of  royalty  with  commoners  (as  m  the 
Hamlet  novel;  and  Hauptmann’s  son  married  a  duodecimo >  prin¬ 
cess).  Melanchthon  drops  logic  for  indignation  when  Hamle  asks 
him  to  marry  him  to  the  prostitute  gipsy  w^om  he  is  toma¬ 
to  a  succubus.  Melanchthon  protests.  In  te  lg  pirate  the 

exposed  in  Im  Wirbel  der  Berufing  this  would  seem  to  mdicate  the 
main  theme  of  the  twin  book:  Hamlet  is  the  poet  blessed  byGod 
with  the  power  of  idealizing  dirt  and  with  the  double  ^mPlre 
sucking  the  blood  of  his  brain.  And  so:  To  be  or  not  to  be.  ,  p  . 
about  the  Inquisition,  Magnus  Garbe,  though  it  was  not  pub hshed 
till  1942  (in  Das  Gesammelte  Werk)  was  written  m  19M-15  ’ *1! 
seating  attack  on  religious  fanaticism;  stylistically  it  must 

classed  as  Surrealismus.  • 

In  1907  Hauptmann  visited  Greece,  and  described  his  ape  - 

encts  to  GrkcMAr  TrMng  (r  908)  After  fto  a  species  of Men- 

ism  crops  up  to  this  work  and  that,  hot 11  '°°k  Wtodtel- 

and  in  his  case  it  was  not  the  ultra-refined  Hellenism  . 

m<mn  and  Goethe;  so  far  as  it  was  Greek  at  all  it  was  Dionysia 
and  Orphic.  But  in  his  first  Greek  play,  Der  Bogen  des  Odysseus 
(1914)  it  can  be  seen  that  the  journey  had  deepened  his  concep¬ 
tion  of  pagan  myth  and  given  a  new  swininess  and 
his  work.  This  drama  of  the  return  of  Ulysses  to  Ithaca  has  some- 
SinTof  the  sunny  mood  of  Homer;  the  action  is  mythical  and 
impossible,  but  the  interest  never  flags.  Typically  the  opening 
X  is  outside  a  farm  with  a  swineherd  rubbing  his  bow  with 


42 


MODERN  GERMAN  LITERATURE 


tallow.  These  pleasantly  contriving  gods  of  Homer  yield  the  stage 
in  a  tetralogy  of  Greek  plays,  written  during  the  Second  World 
War,  to  the  chthonic  deities  of  pre-Aeschylean  Greece.  Haupt¬ 
mann  on  his  visit  to  Delphi  had  come  to  the  conclusion  that  ‘the 
bloody  root  of  tragedy  lies  in  blood  sacrifices5;  and  his  Iphigenia, 
as  the  priestess  of  the  moon-goddess  Hecate,  offers  human  sacri¬ 
fices  as  part  of  the  ritual  to  which  she  is  dedicated.  Following  up 
the  outlines  in  Goethe’s  Italienische  R else  of  a  projected  drama  with 
the  same  title,  Hauptmann  had  first  written  Iphigenie  in  Delphi 
(1941),  which  is  chronologically  the  fourth  of  the  tetralogy;  he 
had  then  added  Iphigenie  in  Aulis  (1944);  then  followed  the  two 
centre  pieces,  Agamemnons  Tod  and  Elektray  both  in  1947.  The 
Atriden-Tetralogie  has  clearly  the  psychopathic  mood  of  the  war 
years,  and  what  is  revealed  is  that  in  the  cruelty  and  lust  of  des¬ 
truction  of  our  own  day  we  have  the  survival,  masked  by  illusory 
religions  and  spurious  passions  such  as  false  patriotism,  of  primi¬ 
tive  states  of  mind;  Agamemnon  has  the  brain-storms  of  a  dic¬ 
tator  who  for  self-aggrandisement  sacrifices  all  that  should  be 
dear  to  him. 

In  the  thirties  Hauptmann  produced  a  chain  of  what  may  be 
called  romantic  plays,  somewhat  light  or  even  flimsy  in  texture, 
dream-like  or  fantastic:  Die  goldene  Harfe  (1932),  Das  Hirtenlied 
(1935)  are  of  this  type.  Medieval  legend  and  folklore  provide  the 
matter  of  Die  Tochter  der  Kathedrale  (1939)  and  (Hauptmann’s  last 
comedy  to  be  completed)  Ulrich  von  Lichtenstein  (1939),  in  which 
an  old  Minnesinger  roams  the  land  dressed  in  women’s  clothes 
and  parading  as  Frau  Venus,  as  he  does  in  the  strange  verse  epic 
he  wrote  about  himself  and  his  antics. 

As  a  lyric  poet  Gerhart  Hauptmann  hardly  counts.  As  a  mem¬ 
ber  of  the  Friedrichshagen  circle  and  of  Durch  he  wrote  lyrics  in 
the  style  of  the  day ;  his  Nacht^ugy  for  instance,  is  clearly  an  echo 
of  certain  poems  in  Hold’s  Buch  der  Zeit.  He  collected  this  early 
verse  in  Das  hunte  Buch  (1888),  but  printed  only  a  limited  edition. 
There  is,  however,  song-like  verse  in  Die  versmkene  Glocke;  but 
even  the  songs  of  the  elves  in  this  lyric  play  would  lose  much  of 
their  magic  if  lifted  from  their  organic  unity  with  the  dramatic 
atmosphere.  With  Anna  (1921)  Hauptmann  attempted  the  rural 
idyll  ( Dorfidylle );  but  the  hexameters  are  dreadful,  much  worse 
than  the  Spanish  trochees  of  Der  weisse  Heiland.  The  poem  is  auto¬ 
biographical  in  its  outlines :  the  hero  goes  to  a  farm  managed  by 
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his  uncle,  to  learn  the  business  of  agriculture.  There  is  a  girl  at 
the  farm,  Anna,  with  whom  he  falls  in  love;  she  denies  herself  to 
him  because  she  is  honest,  and  has  already  fallen  to  another  uncle, 
a  slimv  drunkard  employed  on  the  farm.  She  is  sacrificed  m  ho  y 
wedlock  to  a  very  greasy  Moravian  brother.  In  hexameters,  oo, 
is  Till  Eulenspiegel  (1927),  the  ‘adventures,  tricks,  pranks,  visions 
and  dreams  of  the  great  military  aviator,  tramp,  and  conjurer 
the  misery  of  the  post-War  years  a  famous  aviator  preaches  t.ut 
in  the  form  of  mocking  jest,  finds  allegorical  < movers  to  the  p.ob- 
lems  of  life,  and  passes  from  a  trickster  s  buffoonery  to  the  co  mic 
despair  of  Faust.  His  end  is  that  of  Emanuel  Quint:  “Swlt^a 
theSaviour  appears  to  him  and  in  trying  to  find  Him  again  he 
falls  down  an  abyss.  The  epic  Votm  Der  gr°sse  Traum  was  begun 
during  the  first  World  War  and  finished  during  the  second,  it  was 
published  on  his  eightieth  birthday  in  194^  *  is  again  autobio¬ 
graphical  and  confessional.  It  is  modelled  on  Dante  s  Dmna  Com 
mdia:  the  poet  is  led  by  a  spiritual  guide  -  Dante  himself  for  a 
time  but  for  the  greater  part  of  the  way  by  Satanie  >  . 

concept  the  elder  son  of  God  -  through  the  nether  world.  It  begins 
with  an  invocation  to  the  poet’s  mother,  who  as  the  embodimen 
of  motherhood  sits  on  the  throne  of  God,  and  t0  ^ 
at  the  end  of  his  pilgrimage  through  the  City  of  the  Dead.  A 
end  the  poet  ascends  from  the  fiery  centre  to  the  peace  -  P 
landscape.  The  epic  embodies  the  mysticism  of  Hauptmann  later 
vears  Of  his  later  volumes  of  verse  Die  Abrenlese  (1939)  «  toi- 
lowed  by  Neue  Gedichte  (1946);  the  poems  of  the  latter Mate  from 
the  1890’s  to  the  1940’s,  with  nature  poetry  from  the  Riesen 
gebirge  and  verses  in  the  manner  of  Hafiz.  , 

The  autobiographical  elements  in  the  two  volumes  of  Das  Bucb 
der  Leidenschaft  have  been  indicated;  in  the  two  volumes  oi  Das 
Abenteuer  miner  Jugend  Hauptmann  records  the  first 
years  of  his  life.  He  died,  struck  down  by  paralysis,  sh°rt^ad 
an  order  of  expulsion  from  his  Silesian  castle  at  Agnetendorf  had 
reached  him  from  the  new  Polish  government.  In  the  previous 
February  he  had  by  an  unlucky  chance  witnessed  the  destruction 
of  Dresden.  He  was  buried  at  Hiddensee,  that  island  with  its  long 
thin  line  of  sand  dunes  that  flanks  Riigen  in  the  Baltic;  here  he 
had  spent  his  summers  throughout  the  great  part  of 
The  time  is  not  yet  ripe  for  an  assured  judgmen  o 
Hauptmann’s  place  in  literature.  He  has  written  absolute  rubbish. 


44 


MODERN  GERMAN  LITERATURE 


one  need  only  point  to  his  prose  versions  of  Lohengrin  and  Parsival1 
published  in  1914  as  a  volume  of  the  Ullstein-Jugendbiicher;  here 
there  is  absolute  incomprehension  of  the  beauty  and  meaning  of 
the  medieval  tales;  or  there  is  a  cynical  distortion  of  them  -  ‘for 
a  handful  of  silver’.  In  Hauptmann’s  later  years  there  is  either 
pandering  to  the  call  of  the  public  for  sensational  or  erotic  litera¬ 
ture  or  there  are  obsessional  themes.  In  any  case  his  range  is 
extremely  limited;  time  and  time  again  he  portrays  himself  and 
makes  capital  of  the  same  domestic  conflict.  There  can  be  no 
doubt,  however,  that  in  the  history  of  the  drama  he  will  always 
have  a  prominent  place;  his  form  of  drama  may  not,  according  to 
Lessing’s  canons,  be  drama  at  all,  since  for  ‘hero’  it  substitutes  the 
lurid  illumination  of  a  pathological  state,  but  it  bears  the  impress 
of  an  interesting  personality;  and  his  experiments  and  successes 
mark  a  new  period  in  the  history  of  the  German  stage.  All  his 
good  work  is  on  the  side  of  progress  and  uncompromisingly  bold; 
and  for  this  reason  he  only  just  managed  under  the  Nazi  regime 
to  save  his  face:  he  was  branded  as  volksfremd  because  his  work 
has  no  sense  unless  it  defends  the  right  of  the  individual  -  even 
to  be  immoral. 

In  every  literary  movement  that  pushes  forward  to  extremes 
there  is  a  group  of  cautious  adherents  who  trail  along  with  them 
something  of  the  paraphernalia  of  the  old  school.  They  are  fol¬ 
lowers,  but  not  pioneers.  In  the  period  of  naturalism  they  are 
classed,  as  far  as  the  theatre  is  concerned,  as  Kompromissdramatiker 
(Sudermann,  Fulda,  Halbe,  Otto  Ernst),  but  they  feuilletonize  the 
novel  just  as  much  as  they  blend  old  and  new  in  the  drama.  Both  in 
drama  and  novel  the  typical  pseudo-naturalist  is  Hermann  suder- 
mann  (1857-1928).  He  has  related  the  story  of  his  hard  youth  in 
Das  Mderbuch  meirnr  Jugend  (1922).  Born  in  East  Prussia,  he  mi¬ 
grated  to  Berlin,  and  made  a  hit  in  1887  with  his  novel  Frau  Sorge, 
an  East  Prussian  variation  of  the  Romeo  and  Juliet  theme,2  which 
already  shows  the  salient  features  of  Sudermann’s  novels :  his  char- 
acters  are  shown  in  grim  contest  with  conditions  imposed  upon 

.  After  Wagner  s  two  operas  and  Wilhelm  Hertz’s  (1835-1902)  fine  transla- 
tton  °f  Parental  (1898),  the  most  notable  poetic  adaptation  is  that  of  Albrecht 
Schaeffer  (p.  153).  Vollmoeller’s  ¥  arrival:  Die  friihen  Garten  is  a  series  of 
impressions  in  Stefan  George’s  manner. 

A  favourite  motif  of  Dorfnovelle  and  Bauerndrama,  e.g.  Keller’s  Romeo  und 
julte  auf  dem  Dorfe ,  Auerbach’s  Erdmute ,  Anzengruber’s  Der  Meineidbauer  and 
Doppelselbstmord. 
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them  by  the  sins  of  others.  Frau  Sorge  is  the  story  of  a  poor  boy 
with  a  bad  father;  the  dice  of  fate  are  loaded  against  him,  but  he 
works  his  way  to  success.  It  is  a  Bildungsroman  with  a  restricted 
framework;  whereas  th  <zBildungsromane  of  the  classical  and  roman¬ 
tic  periods  took  their  hero  through  phases  of  mental  developmen 
to  a  high  stage  of  culture,  the  idea  of  Frau  Sorge  is  success  by  w  or '. 

In  this  it  follows  Freytag’s  Soil  und  Haben  and  Ju  lan  c 
dictum  blazoned  thereon  that  the  novel  must  seek  the  Germans 
where  they  are  at  their  best,  at  their  work.  It  was  to  have  a  long 
series  of  successful  imitations,  the  best  known  ot  which  is  Gustav 
Frenssen’s  Jorn  Uhl.  Frau  Sorge  is  generally  recognized  as  the  pro- 
St  of  Frenssen’s  tale,  but  it  does  not  seem  to  have  been 
noticed  that  there  is  a  striking  similarity  between  Frau  Sorge  and 
Marie  von  Ebner-Eschenbach’s  Das  Gememdektnd,  which  appeared 
in  the  same  year;  in  both  tales  the  progress  of  the  hero  is  shown 
from  childhood  upward;  he  has  to  suffer  for  the  sms  ot 
and  in  both  tales  there  is  symbolic  use  ot  a  Loko mobile .  H 
loosely  attached  Sudermann  is  to  consistent  naturalism  can  be  seen 
by  a  comparison  of  the  two  novels:  whereas  Marie  von  Ebner- 
Eschenbach  is  consistently  scientific  m  her  consideration  of  th 
effects  of  hereditv  (the  ending,  as  cautious  as  that  of  Das  Friedens- 
fest  leaves  it  questionable  whether  the  boy  will  overcome  his 
hereditary  tendencies  or  not  -  he  relinquishes  love  because  he  is 
conscious  of  homicidal  passion),  Sudermann,  after  letting  his  hero 
overcome  his  adversaries  by  a  show  of  physical  courage  (as  Ebner- 
Eschenbach  does)  ends  with  romantic  happiness.  The  headlong 
rush  of  action  of  Sudermann’s  narrations  is  seen  at  its  best  m  Der 
Kat^ensteo  (1889);  the  period  is  that  of  the  Napoleonic  wars,  but 
^interest  is  psychological,  not  to  say  erotic  (the  hero  loves  his 
dead  father’s  sweetheart).  Sudermann  had  begun  with  a  collection 
of  short  stories:  Im  Zwklicht  (1886),  trivial  imitations  of  Mau¬ 
passant-  the  short  stories  of  Geschmster  (1888 )  have  that  glowing 
depiction  of  sensuality  -  hot  blood  and  full  flesh  -  which  is  the 
note  of  his  later  fiction. 

The  success  of  Vor  Sonnenaufgang  was  disputed;  the  first  over¬ 
whelming  success  of  the  new  movement  was  that  of  Sudermann  s 
Die  Ehre  (1889).  Looking  backward  now,  one  can  see  that  the 
success  may  have  been  due  not  to  the  identification  of  the  drama 
wtt  the  naturalistic  movement,  but  to  its  skilful  combmaaon  of 
the  old  stage  technique  with  the  new  social  feeling.  It  was  a 
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modernized  biirgertiches  Trauer spiel  with  the  traditional  contrast  of 
classes,  conflict  between  children  and  parents,  augmented  by  a 
cynical  valuation  of  sexual  ‘honour’.  The  scene  is  a  house  in  Berlin- 
the  front  part  is  inhabited  by  a  rich  man,  and  the  rear  by  the 
family  of  a  man  who  is  employed  in  the  rich  man’s  factory.  The 
situation  (Vorderhaus  und  Hinterhaus )  became  famous.  There  is  a 
son  and  a  daughter  in  each  family;  in  the  symmetry  of  the  play 
(a  dramatic  chiasmus)  the  daughter  of  the  rich  man  and  the  son  of 
the  poor  man  have  risen  above  class  prejudice,  while  the  son  of 
the  rich  man  and  the  daughter  of  the  poor  man  are  moral  degener¬ 
ates;  the  good  daughter  and  the  good  son  are  lovers;  the  poor 
man’s  daughter  has  been  seduced  by  the  rich  man’s  son.  The 
mouthpiece  for  the  idea  of  the  play  (culture’s  elastic  conception 
of  ‘honour’)  is  Graf  Trast,  who  has  had  to  give  up  his  career  as 
an  officer  because  of  his  inability  to  pay  a  gambling  debt;  he  has 
since  made  a  fortune  in  business.  The  end  is  that  the  naughty  girl 
is  paid  off,  while  the  son  from  the  rear  (a  good  match  because  he 
is  Trast’s  heir)  marries  the  girl  at  the  front.  As  things  are,  the 
dishonoured  girl  will  have  a  better  chance  of  making  a  decent 
marriage  (she  has  a  dowry)  than  if  she  had  been  a  virgin;  Trast, 
who  points  this  out,  says  that  he  is  as  raw  as  nature  and  as  cruel 
as  truth. 

Die  Ehre  is,  after  all,  constructed  on  the  French  model,  and  is 
in  the  line  of  Scribe  and  Sardou :  Graf  Trast  is  the  raisonneur  who 
voices  the  idea  round  which  the  characters  turn.  To  this  careful 
French  technique  Sudermann  owed  the  success  of  the  maj  ority  of 
his  plays ;  when  he  deserted  it,  as  in  his  comedy  Die  S ' chmetterlings- 
schlacht  (1895),  to  attempt  milieu-painting,  he  failed  entirely.  The 
production  of  his  second  play,  S odoms  Ende ,  was  at  first  forbidden 
by  the  police;  when  it  was  produced  in  1890  it  turned  out  to  be 
a  crass  picture  of  just  that  stratum  of  Berlin  society  which  bought 
theatre  tickets  and  made  or  damned  plays.  Sodom  is  the  Berlin 
society  of  the  day;  a  young  painter  is  seduced  and  debased  by  a 
rich  dame;  he  comes  home  drunk  in  the  dead  of  night  and  violates 
his  foster-sister,  a  mere  child ;  she  rushes  out  and  drowns  herself, 
and  he  dies  of  haemorrhage.  The  next  play,  ELeimat  (1893),  is  well 
known  in  England  as  Magda-.  Sarah  Bernhardt  and  Mrs  Pat  Camp¬ 
bell  played  the  title-role.  The  characters  are  not  really  new :  there 
is  an  old  retired  officer  (‘der  poltemde  Vafer’);  his  daughter,  who 
had  run  away  from  home  and  now  comes  back  as  a  famous  singer 
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(‘the  woman  with  a  past’),  and  the  man  who  seduced  her  when 
she  was  a  girl,  now  a  man  of  position.  The  latter  is  willing  to 
marry  a  prima  donna-,  and  when  the  father  hears  the  whole  story 
he  sees  no  other  way  out;  the  lady,  however,  has  developed  more 
than  her  chest;  she  despises  the  man  who  had  abandoned  her,  her 
father  levels  a  pistol  at  her,  but  has  an  apoplectic  fit,  and  tails  dead 
before  he  can  pull  the  trigger.  Heimat  has  again  the  traditiona 
elements  of  the  burgerliches  Trauerspieh  conflict  between  father  and 
daughter,  between  passion  and  respectability,  between  social  strata 
(here  middle-class  society  and  Bohemiamsm).  . 

V  Das  Gluck  im  Winkel  (1896)  leaves  the  Sodomic  city  tor  the 
landed  estates  of  the  junkers,  who  by  Sudermann  s  showing  are  as 
morally  rotten  as  the  Berlin  plutocrats.  In  this  play  we  get  Suder- 
mann’s  first  type  of  the  rural  superman,  to  whom  any  woman  is 
“r“  „ T-Ic'LlI  Weiber  ..„>■*  says,  •»  to*  Wfer  .  U 

kmnnkbthhen  «b,,e  Wdhr.’  The  woman  here  concerned  is  a  tend 

of  his  cold-blooded  wife;  she  is  poor,  but,  as  von  Rockmtz  (with 
his  experience)  can  see  through  her  dress,  she  is  full  passionate 
woman.  This  contrast  of  cold  dignified  dame  and  hot  lover  is  the 
theme  both  of  Sudermann  and  Eduard  von  Keyserling,  and  by 
comparing  these  two  writers  of  East  Germany  we  can  see  where 
Sudermann  fails :  Sudermann  gives  us  sheer  brutality  while  Hey  ser 
lino-  very  delicately  shows  the  inevitability,  given  the  race  and  the 
milim  of  both  the  chaste  lady  on  the  one  side  and  the  sensua 
violence  of  junker  and  female  inferior  on  the  other.  The  heroine 
of  Das  Gliick  im  Winkel,  like  Lessing’s  Emilia  Galotti,  tears  her 
blood  and  to  escape  the  danger  she  marries  the  headmaster  ot  a  vil¬ 
las  elementary  school,  but  von  Rocknitz,  finding  her  out,  tomes 
a  confession  that  she  loves  him,  and  she  is  only  saved  from  suici 
by  the  oenerous  intervention  of  her  husband,  who  is  warned  by 
his  blind  daughter  (by  an  earlier  marriage).  And  so  the  woman  s 
lot  will  be  that  happiness  in  a  lost  corner  which,  as  the  revelation 
of  character  in  the  play  demonstrates,  may  be  the  irony  of  life. 
A  volume  of  three  one-act  plays,  Morituri  (1897),  contains  what  is 
generally  agreed  to  be  Sudermann’s  masterpiece  -  if  he  was  capa¬ 
ble  of  a  masterpiece.  This  is  Fri^n.  A  lieutenant  of  dragoons 
Fritzchen,  comes  home  unexpectedly,  to  the  delight  of  his  invalid 
mother  his  father  (a  fiery  old  officer  of  his  son  s s  regiment),  an  ^ 
his  cousin  whom  in  the  natural  course  of  things  he  should  marry 
-  but  his  father  had  told  him  to  sow  his  wild  oats  first.  He  has  to 
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tell  his  father  that  he  has  come  home  because  he  has  been  turned 
out  of  his  regiment  -  another  officer  had  found  him  with  his  wife 
and  had  horse-whipped  him.  Fritz  to  his  father’s  angry  question 
answers  that  he  had  been  unable  to  use  his  sword,  -  because  it 
was  not  handy.  .  .  .  Since  he  has  been  thrashed  there  is  even  the 
question  whether  he  is  entitled  to  fight  a  duel  ( satisfaktionsfahk) 
The  tension  is  relieved  when  news  comes  that  the  regimental 
Ehrenrat  permit  the  duel,  and  the  play  ends  with  a  poignant  fare¬ 
well.  It  must  be  the  last,  for  the  injured  officer  is  the  crack  shot  of 
the  regiment.  Father  and  cousin  bear  up,  like  true  Prussians;  the 
mother  does  not  know.  Of  the  other  two  Morituri  playlets  Teja  is 
a  somewhat  melodramatic  but  touching  depiction  of  the  last  phase 
m  the  history  of  the  East  Goths  in  Italy  (Teja,  the  last  King  of  the 
race,  marches  out  with  the  remnants  of  his  army  to  meet  a  hero’s 
death  on  the  slopes  of  Vesuvius),  while  Das  Emg-Mannliche  -  in 
verse  which  imitates  the  clever  rhyming  of  Ludwig  Fulda’s  ver¬ 
sions  of  Moliere  -  cynically  shows  that  men,  if  real  males  (but 
there  is  a  costume  contrast  of  the  doll-like  dandies  of  Courts),  are 
eternally  fooled  by  the  cat-like  playing  of  glamorous  woman.  Teja 
had  been  a  first  slight  essay  in  the  historical  drama;  Johannes  (1898) 
is  a  determined  effort  to  capture  a  place  by  the  side  of  Hebbel 
whose  dramatic  manner  is  closely  followed:  the  period  is  at  a 
turning  of  history,  and  there  is  religious  or  social  symbol  as  the 
essential  theme  of  the  action.  The  hero  is  John  the  Baptist,  and  he 
perishes  because  of  the  conflict  between  his  fighting  fervour  and 
the  news  that  reaches  him  that  the  Messiah,  of  whom  he  is  the 
forerunner,  is  preaching  love  -  which  is  an  utter  shock  to  his 
virility  And  so  he  cannot  cast  the  first  stone  at  Herod  and  Herod- 
las  and  Salome.  The  play,  though  its  ethic  pretension  is  well  posed, 
is  no  more  than  a  repetition  of  Sodom  Ende ;  in  both  plavs  the 
appeal  to  the  audience  must  be  in  the  dazzling  picture  of  the 
rottenness  of  society.  An  equally  ambitious  attempt  is  Die  drei 
Keiherfedern  (1899),  a  verse  Marchenspiel;  Sudermann  had  a  strange 
illusion  that  it  was  his  best  work.  With  Johannisfeuer  (1900)  he 
returned  to  the  East  Prussian  scene  and  the  right  of  any  junker  to 
any  girl  on  his  estate;  the  action  glaringly  but  effectively  uses 
symbol  -  leaping  through  fire  in  the  night  of  the  summer  solstice 
(Johanmsnacht)  -  to  show  how  Christian  morality  is  burnt  up  by 
heathen  passion.  Es/ebe  dasEeben  (1902)  had  an  international  vogue ; 
it  provided  Eleonora  Duse  and  Mrs  Pat  Campbell  with  an  effec- 
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tive  role.  The  heroine  (much  in  the  way  of  Pinero’s  Second  Mrs 
Tanqueray)  is  the  woman  with  a  past;  she  has  been  the  mistress 
of  the  best  friend  of  her  husband.  With  its  poignant  contrast  of 
Ellen,  the  innocent  young  girl  in  the  house,  and  the  woman  in 
whom  no  sin  is  suspected,  the  play  is  theatrically  excellent.  Sturm- 
geselle  Sokrates  (1903)  is  another  venture  in  a  new  held,  that  ot 
political  comedy;  a  company  of  revolutionaries  of  the  1848  brand 
are  shown  up  as,  in  the  light  of  1870,  wildered  Don  Quixotes.  In 
Vie  Heimat  Sudermann  had  rehabilitated  the  woman  with  a  past; 
in  Stein  unter  Steinen  (1905)  he  does  for  an  ex-convict  what  Victor 
Hugo  had  done  for  Jean  Valjean.  Here  again  there  is  Sudermann  s 
typical  contrast  of  girlish  innocence  -  this  time  the  girl  is  de¬ 
formed  but  longs  for  children  -  with  experienced  brutes.  The 
plays  which  followed  hardly  seem  to  be  worth  mention. 

There  will  always  be  the  question  whether  Sudermann  is  not 
better  as  a  novelist  than  as  a  dramatist.  Iolanthes  Hoch^eit  (1892)  is 
humorous  but  offensive  to  good  taste.  The  characteristic  novels 
of  the  later  Sudermann  are  Es  war  (1894),  with  its  peculiarly  vile 
type  of  the  East  Prussian  junker,  and  Das  hobeEied  (1908)  which, 
after  the  preliminary  chapters,  returns  to  Berlin.  Das  hohe  Lied  has 
all  Sudermann’s  breathless  rush  and  all  his  heaped  sensationalism, 
and  its  ruthless  veracity  is  relieved  by  his  saturnine  humour.  Three 
spheres  of  Berlin  life  are  photographed:  the  corrupt  military  cir¬ 
cles  form  the  background,  and  the  life  of  plutocrats  in  the  centre 
weaves  into  that  of  artists  and  authors  in  .the.  foreground,  while 
courtesans  bind  group  to  group.  The  heroine  is  the  daughter  o  a 
musical  genius  who  runs  away  from  the  odour  of  the  kitchen  and 
leaves  behind  him  the  score  of  an  oratorio,  ‘The  Song  of  Songs , 
which  symbolizes  the  art  of  the  future  and  echoes  into  the  deeps 
of  depravity  in  which  it  is  carried  about.  In  this  novel  woman  is 
again  dominated,  in  the  Nietzschean  sense,  by  the  ‘blond  beast . 
Lilly  does  not,  like  Magda,  lead  her  sisters  to  battle,  but  yields 
and  clings,  only  to  be  broken  and  cast  away.  She  is  initiated  into 
degradation  by  General  Baron  von  Mertzbach.  This  loathsome 
aristocrat  is  cunningly  drawn.  We  first  see  him  with  the  girl’s  eyes, 
when  he  comes  like  a  glittering  god  to  the  musty  circulating  library 
where  she  dreams  of  love.  Then,  chapter  by  chapter,  we  hear  of 
/his  dewlap,  his  rheumatism,  his  bow  legs,  his  perversity,  and  ot 
.  '  •  the  hair  in  his  ears,  which  Lilly  first  notices  at  a  concert  where 
she  has  dragged  him  to  hear  the  Fifth  Symphony.  From  the  officers 
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proper  she  passes  to  an  officer  of  the  reserves,  and  while  his  mis¬ 
tress  she  sees  her  fill  of  painters  and  poets.  Secessionists  and  Sym¬ 
bolists.  This  is  the  outstanding  part  of  the  book.  Sudermann  does 
not  paint  the  aesthetes  as  decadent;  he  is  hostile,  but  he  gives  them 
their  brilliance,  their  vitality,  their  rebellious  courage.  And  the 
moral  is  that  which  -  illusorily  may  be  -  gives  its  raison  d'etre  to 
Sudermann’s  best  work  from  Frau  Sorge  onwards :  that  there  must 
be  corruption  where  there  is  idleness,  and  that  only  in  work  is 
salvation  -  steady,  even  unremunerative  work  such  as  that  of  the 
historian  of  the  Emotions,  who  is  the  only  respectable  character 
in  the  book.  It  was  this  more  or  less  flaunted  gospel  of  labour  set 
in  relief  against  decay  which  has  in  later  years  given  Sudermann 
a  kind  of  renascence  in  the  German  film.  In  the  short  tales  of  Die 
indische  Lilie  (1911)  the  thrills  are  again  of  the  physical  sort;  there 
is  once  more  the  diapason  of  Sudermannian  adjectives :  wonnigy 
schauernd,  %uckendy  reifgekusst.  In  Litauische  Geschicbten  (1917),  how¬ 
ever,  Sudermann  weaves  the  intimity  of  his  native  district  -  the 
Memelland  -  into  a  series  of  tales  which  have  the  genuine  human¬ 
ity  of  Frau  Sorge. 

ludwig  fulda  (i  8  62- 1 939)  has  that  mastery  of  form  which  goes 
to  the  making  of  a  first-class  translator;  and  possibly  his  transla¬ 
tions  of  Moliere  and  Rostand  will  live  longer  than  his  own  plays, 
though  Der  Talisman  (1895)  and  Der  Sohn  des  Kalifen  (1896)  have 
importance  in  the  revival  of  the  verse  Marchendrama.  Fulda,  though 
there  was  nothing  in  his  composition  (rather  that  of  the  cloistered 
scholar)  of  social  pity,  attempted  a  naturalistic  drama  in  Das  ver- 
lorene  Paradies  (1890),  in  which  workmen  strike  and  get  what  they 
want  because  their  spokesman  wins  over  the  employer’s  daughter. 
MAX  HALBE  (1865-1944)  brought  the  landscapes  and  the  mentality 
of  Eastern  Germany,  with  contrasts  of  German  and  Polish  char¬ 
acter,  into  the  naturalistic  play.  His  DerEisgang  (1892)  symbolizes 
in  the  breaking  of  the  ice  on  the  Vistula  the  loosed  flood-tide  of 
Socialism  sweeping  away  all  rotten  barriers.  Halbe’s  Jugend  (1893) 
was  one  of  the  great  successes  of  the  period.  The  scene  is  in  Poland, 
in  the  home  of  an  old  Catholic  priest;  with  him  lives  his  niece,  a 
girl  of  eighteen,  the  child  of  an  unmarried  mother.  A  cousin,  who 
is  just  about  to  go  to  the  university,  comes  on  a  visit.  The  two 
young  people  are  left  too  much  alone,  and  the  girl  goes  the  same 
way  as  her  mother  had  done;  her  half-brother,  a  species  of  idiot, 
aims  a  bullet  at  the  student ;  it  misses  him,  but  kills  the  girl.  What 
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was  new  in  the  play  was  the  psychology  of  adolescence:  these 
young  people  awakening  to  the  facts  of  life  expressed  then |feehn 
in  language  not  unnatural  but  charged  with  poetry ;  and  there  wa 
an  aTr  of  reality  and  inevitability  in  the  events,  which  m  the  girls 
case  mi°ht  be  explained  by  the  laws  of  heredity.  Other  plays  which 
reproduce  the  atmosphere  of  Polish  West  Prussia  -  Ha  be  s  hom  - 
land  -  are  Mutter  Erie  (1897),  Mans  Rosenhagen  f 

1tmm  flood  In  On  Strom  the  climax  IS  once  again  the  bteahi  g 
ITZ  vS,  ice,  this  time  as  the  symbol  of 

Halbe’s  other  plays  have  little  significance,  thouto  ^  ^  * 

A  r  n,v  Tine/  der  Selmn  (1908)  has  satirical  portraits  of  Peter 
Hme  and  Wedekind.  His t Jahrbmdertwende:  Geschichte  memesLebens 
T?  rX,  5)  is  important  for  the  inner  history  of  naturalism. 
To  HaupmWs  school  belong  the  plays  of  Hs  broita :  cann 

HAUPTMANN  (1858-1921);  he  was  prone  to  mould  the  matter  an 

form  of  his  plays  (as  indeed  his  btother  was,  b»t  as  I ne  mmlvccO 
to  the  dramatic  moods  of  the  moment;  thus  he  progresses  trom 
„  Lmrdism  (Mario, no,  .8,41  Die  W.Uk.te,  . *911  ft 
Breite  i  1898  -  in  Silesian  dialect)  to  neo-Romanticism  (Die  Berg 

scbmiede  1902  &  symbolist  Marchendrama;  DesKomgs  Harfe,  190?,)  ■ 

tZleZl’i  goUemt,  Stmteen  (.9.6-8)  he  even  moves  dose 
S  Wedekind,  whife  in  stack  contrast  his  Dor  obtrM.tg,  Znr  (i9ao) 
is  a  L eoendenspiel.  His  novel  Matbilde  (1902),  the  heroine  ot  uhich, 

1  teoivtt  arrives  a.  a  broad  contentment  in  *e  hnmdrnm 
existence  of  her  dass,  is  naturalistic;  E abort  der  LtteUtr  (19  7) 
follows  the  type  of  the  Bildungsroman,  but  continues  the  develop- 
m«t  ,0  *e  dSth  of  the  hero,  with  details  which  fit  in  with  the 
biography  of  Gerhart  Hauptmann.  Wolfram  von  Eschenbach  s 
pJLZl  (often  called  the  first  of  the  B ildmgsromme)  has  been  de  - 
cribed  (adequately  to  friend  or  foe)  as  the  story  of  a  perfect  fool 
and  the  idea  of  a  simple  soul  winding  his  “  , 

wav  through  the  labyrinths  ot  a  mysterious  world  to  the  clear 
heights  of  contentment  is  the  kernel  of  Einhart der  Eachler,  who 
never  loses  the  smile  of  his  simple  nature.  Einhart  s  father  had 
married  the  adopted  daughter  of  a  rich  middle-class  family  really 
X  daughter  of  a  gipsy;  and  the  boy  feels  an  urge  to  follow  the 
Gipsies’  caravans,  but  controls  his  impulses  and  by  the  pumut  o 
^ becomes  ‘Einhart  der  Meister’  and  at  last  ‘Einhart  der  Weise 
The  Darwinian  doctrine  ,too,  goes  to  the  making  o  anot  er  o 
1  = Brigitte.  This  Bauernstuck  is  in  the  manner  of  Anzengru  er. 
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Carl  Hauptmann’s  novels :  Ismael  Friedmann  (1912).  Ismael  Fried¬ 
mann  is  the  son  of  a  Jew  and  the  blond  daughter  of  a  clergyman; 
and  this  racial  mixture  is  responsible  for  his  physical  inhibitions 
which  drive  him  to  suicide.  The  discussion  of  the  race  question 
gave  this  novel  prominence,  in  spite  of  the  fact  that  the  racial 
blend  gives  the  hero  an  exceptional  mind  as  well  as  a  ‘gespaltenes 
Weseri. 

Two  dramatists,  Georg  Hirschfeld  and  Max  Dreyer,  scored 
notable  successes  as  disciples  (to  begin  with  at  least)  of  Gerhart 
Hauptmann,  georg  hirschfeld  (1873-1943)  at  the  age  of  twenty- 
three  made  a  hit  with  Die  Mutter  (1896);  his  later  work  (Agnes 
Jordan,  1898)  did  not  fulfil  the  promise  of  his  elegant  youth.  His 
note  is  a  delicate  pencilling  of  character  and  wistful  mood-painting. 
max  dreyer  (1862-1946),  a  productive  but  glaringly  imitative  dra¬ 
matist  with  a  keen  eye  on  the  demands  of  the  moment,  began  with 
uncompromising  naturalism;  his  Drei  (1892)  rehandles  Ibsen’s 
problem  of  The  Doll’s  House  (a  Nora-like  wife  leaves  her  Tesman- 
like  husband  because  he  suspects  the  Hausfreund  of  being,  like 
Ibsen’s  Dr  Rank,  a  cock  in  clover);  the  heroine  of  Winterschlaj 
(1895)  loves  a  Socialist,  is  deflowered  by  her  fiance,  whom  she  does 
not  love,  and  strangles  herself  with  her  pigtails.  The  success  of 
his  following  plays  Dreyer  owed  to  manipulation  of  intrigue  of 
the  compromise  variety.  Academically  his  interest  today  lies  in  his 
symptomatic  handling  of  motifs:  thus  Der  Probekandidat  (1900)  is 
the  most  definitely  Darwinian  play  of  the  period,  and  another  fore¬ 
runner  of  the  ‘Lehrer-  und  Schulerstucke’ .  The  hero  is  on  trial  at  a 
Gymnasium  as  a  teacher  of  biology,  and  lectures  to  the  sixth  form 
on  Darwinian  lines.  The  headmaster  and  the  ecclesiastical  authori¬ 
ties  are  furious,  and  the  iconoclast  is  forced,  under  threat  of  dis¬ 
missal  (which  will  mean  losing  the  girl  he  is  engaged  to,  the 
daughter  of  one  of  the  governors  of  the  school),  to  lecture  to  his 
class  in  the  presence  of  his  colleagues  and  of  these  authorities. 
Instead  of  recanting,  however,  he  sticks  to  his  guns.  There  is 
biographical  interest  in  the  play :  Dreyer  had  himself  been  a  theo¬ 
logical  student;  and  in  this  Tenden^drama  he  has  the  merit  of 
claiming  for  the  schoolmaster  what  Anzengruber  in  Der  Pfarrer 
von  Kirchfeld  had  claimed  for  the  clergyman  -  the  liberation  of  the 
individual  from  the  shackles  of  officialdom.  In  another  school-play 
of  Dreyer  s.  Die  Peifeprufung  (1932),  a  schoolboy  and  a  teacher 
love  the  same  girl.  Des  Pfarrers  Tochter  von  Streladorf  (1909)  varies 
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*.  “xSi  rf  s— & 

by  marrying  her;  and  the  old  parson  pfarrers  Tochter 

si: 

w  *>  <■»“>  ta  Si -Tin  est  ot  mplnce  of 

"SaSlSlcllel  »  »1W  because  of 

sgfMIS 

stood  to  have  acted. 


Ill 
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Frank  wedekind  (1864-1918)  disputed  the  right  of  the  natur¬ 
alists  to  portray  their  acquaintances  in  their  plays,  as,  he 
thought,  Hauptmann  had  done  with  him  in  Das  Friedensfest) 
he  brings  this  into  his  farce  Die  junge  Welt  (1898),  in  which  he 
satirizes  the  mania  for  documentation:  one  of  the  characters,  a  poet, 
transfers  to  his  note-book  every  quiver  of  his  wife’s  soul.  Wede¬ 
kind  cannot  be  called  a  naturalist  because:  (a)  he  has  no  pity; 
{b')  the  characters  and  action  of  his  plays  are  not  observed,  but 
invented,  i.e.  they  are  caricatures  of  reality  or  quite  fantastic; 
if)  fotm  of  his  plays  is  not  analytic,  but  synthetic,  a  film-like 
sequence  of  scenes  or  pictures,  as  in  the  old  Sturm  und  Drang,  with 
an  illusory  division  into  acts.  His  characters  have  a  habit  of  speak- 
ing  as  if  they  were  alone  on  the  stage,  and  what  the  next  speaker 
says  is  not  necessarily  connected  with  this  self-communing ;  this 
A.neinandervorbei re  den*  is  typical  of  Wedekind.  The  dialogue  gener- 
ally  is  jerky,  as  though  marionettes  were  speaking ;  and  Wedekind 
and  his  wife  acted  in  his  own  plays  with  the  stiff  movements  of 
wooden  dolls.  Wedekind  is  the  creator  of  a  new  genre,  the  gro¬ 
tesque  drama  of  manners,  and  in  this  respect,  as  in  his  rejection  of 
the  accepted  canons  of  decency,  he  is  the  acknowledged  prophet 
and  forerunner  of  expressionism.  To  some  extent  his  characters 
are,  as  in  expressionist  drama,  types  rather  than  individualized 
characters.  The  butt  of  his  vitriolic  attack  is  conventional  moral- 
ity,  but  he  himself,  in  repeated  self-interpretation  through  the 
mouth  of  his  characters,  claims  to  be  a  moralist,  and,  incredible 
as  it  seems  to  us,  the  claim  has  been  upheld  by  the  most  serious 
academic  critics  of  Germany.  The  explanation  no  doubt  is  that  he 
came  in  on  a  flood-tide  of  popularity  after  his  death  as  a  critic  of 
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wrong  in  his  estimation,  the  on  y  o  J  however,  both 

vile  for  laughter.  His  influence  on  «  WJth  s’trilld. 

as  regards  form  arid  but  wheICas  Strindberg  repre- 

berg  he  provided  a  new  eroticism,  •  t  exercise  of  low 

sents  woman  as  subjugating  man  y  P  ^  fascinates 

even  when  she  is  (literally)  smeared  with ^the  1 of  h“  ^ ^ 
She  is  the  ‘earth-spirit’  who  draws  Senses  is 

dust ;  but  in  the  dust  man  is  happy,  existence’  It  is  the 

the  beam  of  ligta  diat  perces  die  mg^  ^  of  . 

cosmic  urge,  and  it  is  ho  y,  _  resistless 

“‘"s- a  mk 

"3W?h  this  apostolic  preaching  of  sex  goes  a  corrcmve  atiricism 
of  institutions  and  cherished  ideals.  Fmhlmgj  Enwbm  (189  )  mi 
dates  a  lon<r  series  of  works  by  other  writers  m  which  parents  a 
teachers  are  accused  of  keeping  children  at  thecriticalstagei 
ignorance  of  the  facts  of  life.  During  a  storm  . . 
teen  takes  refuge  with  a  schoolboy  in  a  barn;  she  is  to  have  a  ba  y 
^to^Lptise  but  dies  of  means  used  to  P-cu-  abor¬ 
tion  -  of  anaemia  according  to  her  decent  gravestone.  It  i  sth 
fantastic  atmosphere  of  the  play  which  counts  in  literary  history  • 

.  schoolboy  who  fails  in  his  examination  commits  suicide  and, 
;f,"d  U^r  his  arm,  meets,  in  rhe  ^yanMhe  boy 
who  is  responsible  for  the  baby;  the  latter,  instead 
him  into  the  grave,  follows  a  vermummter  Herr  (= Wedekind),  wn 
ileTalong  to  explain  the  idiocy  of  existence.  ErJg«s>  (^S)  “ 
the  very  shrine  of  Wedekind’s  eroticism;  round  the  heroine  Lu  u, 
Symbol  of  soulless  woman,  a  mixture  of  vampire  and  vegetable, 
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dance  lovers  like  moths  round  a  flame.  In  the  sequel.  Die  Buchse 
der  Pandora  (1904),  long  condemned  by  the  censor,  Lulu  has  de¬ 
generated  into  an  object  bought  and  sold;  in  the  gruesome  scene 
-  very  fine  as  Grand  Guignol  -  at  the  end  she  is  slit  open  in  a 
London  attic  by  Jack  the  Ripper.  She  shares  this  thrilling  death 
with  a  countess  who  has  clung  to  her  with  the  devotion  of  a  dog 
and  the  torments  of  unsatisfied  Lesbian  love.  But  to  whatever 
depths  of  degradation  she  sinks  she  is,  in  Wedekind’s  intention, 
guiltless:  within  her  is  an  elemental  force  which  drives  her,  an 
unconscious  victim,  to  destruction.  Hidalla  (1904)  records  the 
squabblings  of  a  sect  -  "The  International  Union  for  the  Breeding 
of  Beautiful  Thoroughbreds’  -  who  swear  to  give  themselves  in 
love  at  first  asking  to  any  fellow-member:  a  deed  of  public  service 
in  the  interests  of  the  race,  since  all  are  eugenically  certified.  Only 
the  secretary,  Karl  Hetman,  is  deformed1  and  queer;  since,  how¬ 
ever,  he  has  an  intellectual  fascination  the  full-blooded  females  in 
sheer  illogical  perversity  gravitate  to  him. 

Whether  Wedekind’s  presentation  of  reality  by  distortion  merely 
reflects  his  serio-comic  impression  that  life  is  a  Hell  of  a  joke  (ein 
hblliseher  Spass )  -  with  the  joke  delightful  because  it  is  Hell  -,  or 
whether,  if  one  penetrates  the  surface,  a  more  poignant  solution  is 
to  be  found  in  his  personal  tragedy  of  frustration,  is  problematic. 
Certainly  the  unmistakable  self-portraiture  cuts  deeper  in  Der  Mar¬ 
quis  von  Keith  (1901)  and  So  ist  das  Leben  (1902).  In  any  case,  sheer 
nausea  may  turn  serious  students  of  drama  away  from  experiments 
in  drama  that  are  at  least  as  academically  interesting  as  the  equally 
lurid  milestones  in  literature  which  we  group  as  Sturm  und  Drang. 
The  Marquis  von  Keith  —  title  and  name  are  stock-in-trade  -  is  a 
scoundrel  and  impostor,  but  by  calculation  as  well  as  by  the  urge 
of  his  blood;  hereditarily  stated,  he  is  the  bastard  of  a  mathema- 
tician  and  a  gipsy,  or,  as  self-stated,  a  cross  between  a  philosopher 
and  a  horse-thief.  One  cardinal  point  of  his  ethical  and  commercial 
creed  is :  ‘S unde  ist  eine  mythologische  Be^eichnungfur  schlechte  Geschafte’ ; 
but  the  course  of  the  action  and  the  victory  of  society  as  consti¬ 
tuted,  backed  up  as  it  is  by  massed  idiocy,  forces  him  to  confess 
that  das  glan^endste  Geschdft  in  dieser  Welt  ist  die  Moral’.  He  trains 
the  woman  he  cohabits  with  to  be  such  a  Lebenskunstler  as  he  is 
himself;  but  as  events  prove  she  too  is  commercialized ;  for  when 

1  Wedekind  had  a  lame  foot.  The  attraction  of  contraries  explains  his 
admiration  of  strong  men,  particularly  of  the  circus  variety. 
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^  crash  comes  and  he  “ 

gorgeous  Palace  o  I  ieasure  K  ^  ^  of  the  masSes.  That  the 

flotation,  he  had  Planff<?  *  *>  ^  ,  the  discovery  that  their 

horrible  masses  should  be  horr  Y  woman  he 

benefactor  is  a  scamp  is  part  of  comic  - 

loves  should  be  as  much  a  scamp  as  he  15  15  *  -  and  the 

‘Laden  Sie  dod,  mine  Herren ,  e.say,V  ^  tramd’  He  lifts  his 
injunction  is  revealing  - remark  *a. 
revolver  “  high  and  low,  up 

**  toms 

and  ideals.  ,  •  7pn<-ur  ('1008');  in  Oaha 

The  self-portraiture  has  monstrosity 

(1908)  it  is  repulsive  the  r  t-ue  Munich  comic 

who  is  wheeled  into  the ,  e  lt°“*  *°nted  much  of  Wedekind’s 
journal  S implicissimus,  w  c  ?  j  ^  only  sound  he  can 

work;  the  creature  is  deaf  and  dumb  ^  “7  tadon 

make  is  Oaha!  but,  such  as  e  is,  notoriety  as  moths  flit 

,ttno.b^byoymphomMuac«km^^^°c^Mtaoss 

he  ^s™!es.tl”  Uitdhn  Hmden  gebazh  the 

her  dead  body  as  he  tens  <M  to  shock 

middle  one-act  play  of  p^hology  of  the  lust  murder : 

psychiatrist byrts  y^^ep^c  ,bo„t  , 

^Sthtr^^  W^,  she  ends  as  a 
decent  woman.  .  ,  ,  finale  form  gives  some 
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den  (1903).  Typically,  for  the  name  of  his  Institution  Wedekind 
takes  a  familiar  name  from  Longfellow  and  turns  the  solemn  senti¬ 
ment  it  suggests  into  a  screech.  The  thesis  is  that  woman  is  born 
for  the  functions  of  sex.  This  being  granted,  girls  should  be 
taught  to  worship  their  own  delightful  bodies;  they  should,  for 
instance,  walk  on  their  hands  with  bare  legs  poised  rapturously 
aloft.  This  is  true  Wedekindian  doctrine  and  the  paganism  of 
Greek  statues  as  well:  the  rhythm  in  the  movements  of  a  woman 
depends  on  the  structure  of  her  limbs;  and  for  this  rhythm,  as  for 
dancing,  and  female  pose,  and  fine  ankles  Wedekind  throughout 
his  work  finds  expression  which  goes  somewhat  to  redeem  his 
foulness.  [Peter  Hille  has  the  same  worship  of  woman’s  gait  in 
two  lines  (Nur  ein  Weib  wandelt .  Es  isty  und  Schonheit  weilt  von  dannen ) 
of  his  poem  Schonheit .*  Sappho  an  (Shloe .]  The  Novellen  collected  in 
Wedekind’s  Feuerwerk  (1905)  have  their  quality  in  the  audacity  of 
their  obscenity.  The  wickedness  of  such  a  tale  as  Die  S chut^impfung 
is  incredible :  a  husband  calls  on  a  friend  with  whom  his  own  wife 
is  in  bed;  the  friend  has  covered  her  up  with  the  bedclothes  -  to 
take  attention  off  the  stockings,  which  might  betray  his  guest  — 
but  rolls  the  sheets  back  to  her  neck  -  and  the  husband  does  not 
recognize  his  own  wedded  wife,  but  compliments  his  friend  on 
his  good  taste.  If  there  is  philosophy  in  this  it  can  only  be  that 
husbands,  too,  should  go  to  school  at  Mine-Haha ;  what  society 
needs  is  not  decency  but  appreciation.  The  title  Feuerwerk  sym¬ 
bolizes  the  fire  of  sex  that  lights  up  the  bunch  of  stories,  in  the 
first  of  which,  Der  Brand  von  EgliswyP  a  farmer’s  boy  who  has  been 
the  village  bull  falls  in  love  with  a  cold  sort  of  girl,  pines  for  her, 
and  when  at  last  he  climbs  through  her  window  in  the  recognized 
South  German  fashion  he  is  chilled  to  impotence  by  the  very  cold 
night  and  her  cold  response,  but  sets  fire  to  the  village  to  prove 
to  her  that  he  can  burn.  Being  the  sort  she  is  she  says  he  has  hidden 
himself  in  her  room,  and  he  goes  to  jail.  As  a  lyric  poet  (Die  vier 
Jahres^eiten ,  19051)  Wedekind  only  counts  historically.  The  most 
typical  of  his  poems  were  hits  in  the  Uberbrettl  theatres ;  as,  for 
instance,  Der  Tantemn order: 

Ich  haV  meine  T ante  geschlachtety 

Meine  Tante  war  alt  und  schwach; 

Ich  hatte  bei  ihr  ubernachtet 

End  grub  in  den  Kisten-Kasten  nach. 

1  Reprinted  with  additions  from  Die  Furstin  Kussalka  (1897). 
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Dafand  ich  goldene  Haufen , 

Fund  auch  an  Papieren  gar  viel 
Und  horte  die  alte  Tante  schnaufen 
Ohn ’  Mitleid  und  Zartgefiihl. 

Was  nutetf  es,  dass  sie  sich  noch  harme  - 
Nacht  war  es  rings  um  mich  her  - 
Ich  stiess  ihr  den  Dolch  in  die  Darn/e, 

Die  Tante  schnaufte  nicht  mehr. 

Das  Geld  war  schwer  3 u  tragen, 

Viel  schwerer  die  Tante  noch. 

Ich  f ass te  sie  bebend  am  Kragen 
Und  stiess  sie  ins  tiefe  Keller loch. 

Ich  hab ’  mine  Tante  geschlachtet, 

Meine  Tante  war  alt  und  schwach; 

Ihr  aber ,  ihr  Richter,  ihr  trachtet 
Meiner  bliihenden  Jugend-Jugend  nach. 

‘ Kisten-Kasten ’  and  ‘ Jugend-Jugend ’  are  just  in  the  tone  of  the  Uber- 
brettl  minstrelsy,  which  -  ejaculatory  and  slyly  or  boisterously 
allusive  -  made  a  direct  appeal  to  the  risibility  of  an  audience 
possibly  for  the  most  part  soaked.  The  idea  of  the  Uberbrettl  is 
set  forth  bv  that  cracked  genius  Stilpe,  the  hero  of  Otto  Julius 
Bierbaum’s’  novel;  actually  it  was  nothing  more  than  what  Pans 
had  long  known  as  the  literary  cafe  (Le  Chat  Nozr,  etc.) ;  but  in 
Germany  the  plan  fastened  on  to  the  declamation  by  poets  in  the 
flesh  of  their  own  verse  on  a  miniature  stage.  When  Ernst  von 
Wolzogen  took  up  the  idea  practically  in  1900  and  founded  Das 
bunte  Theater  in  Berlin,  while  Otto  Julius  Bierbaum  made  an  at¬ 
tempt  to  direct  the  Trianon  Theatre,  the  movement  fell  through 
because  of  the  inadaptability  of  poets;  in  Munich,  however,  a 
group  of  poets  of  whom  Wedekind  was  one  kept  Die  elf  Schar}- 
*richter  going  for  a  time  by  the  mere  attraction  of  their  Bohemian 
intimity.  Dehmel,  on  the  other  hand,  protested  against  the  degra¬ 
dation  of  his  poems  -  some  of  which  are  among  the  most  popular 
hits  of  the  time  -  by  minstrel  recitation  in  what  was  after  all  a 
Philistine  atmosphere.  But,  though  the  dream  of  physically  linking 
music-hall  and  lyric  poetry  fresh  from  creation  failed  to  materialize, 
the  collection  of  verse  selected  as  suitable  for  such  recitation,  or 
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written  specially  for  it,  had  huge  sales  -  Deutsche  Chansons  (1900), 
with  a  persuasive  preface  by  Bierbaum. 

ERNST  FREIHERR  VON  WOLZOGEN  (185  5-1934)  -  he  Was  of  that 
family  which  plays  a  part  in  the  story  of  Schiller’s  life  -  had  ample 
versatility  but  no  depth.  His  humour  or  satire  is  that  of  bold 
strokes  with  no  nuances ;  it  is  rather  as  a  literary  record  that  his 
comedy  Das  Lumpengesindel  (1892),  with  its  picture  of  the  Harts 
and  their  friends,  keeps  its  place  on  the  critic’s  shelf,  while  his 
novel  Der  Kraft  Mayr  (1897)  is  read  for  its  portraiture  of  Liszt 
and  Wagner  and  its  recreation  of  old  Weimar  (without  the  family 
affection  for  the  place  of  Helene  Bohlau’s  Katsmadelgeschichten) . 
Die  Kinder  der  Excellent  a  social  satire,  was  popular  both  as  a  novel 
(1888)  and  a  comedy,  while  his  novel  Das  dritte  Geschlecht  (1899) 
continues  that  persiflage  of  the  ‘new  woman’  which  we  find  already 
in  Paul  Heyse’s  poem  Fraueneman^ipation  (1865).1 

If  popularity  and  sales  were  a  safe  criterion,  otto  julius  bier¬ 
baum  (1865-1910)  would  rank  as  one  of  the  first  writers  of  the 
period.  He  is  the  type  of  the  gifted  University  scholar  -  in  Berlin 
he  studied  even  Chinese  -  who  takes  to  journalism  or  light  litera¬ 
ture  much  as  a  prostitute  takes  to  her  trade;  and  if  there  is  poig¬ 
nancy  in  his  work  it  is  because  through  his  extravagant  mockery 
of  his  heroes  there  runs  -  as  in  the  case  of  Wedekind  -  a  conscious¬ 
ness  of  frustration  (in  Bierbaum’ s  case,  by  too  easy  success,  or  by 
the  low  instincts  of  his  reading  public).  His  lyric  verse2  -  that 
which  he  wrote  from  1 8  8  5  to  1 900  is  collected  in  Irrgarten  der  Liebe 
(1901)  -  is  often  delightful.  It  is  palpably  imitative;  but  the  imi¬ 
tation  brings  out  the  charm  of  the  model;  as,  for  instance,  in  his 
collection  Nemt,  Frouwe,  disen  Kram *  (1894),  in  which  he  recaptures 
the  light  lilt  and  the  over-sweet  sentiment  of  the  Minnesingers : 

Es  ist  ein  Keihen  geschlungen, 

Ein  Keihen  auf  dem  grunen  P/an, 

Und  ist  ein  Lied  gesungen , 

Das  hebt  mit  Sehnen  an, 

Mit  Sehnen,  also  susse, 

Dass  Weinen  sich  mit  Lachen  paart: 

Hebt,  hebt  im  Tam j  die  Fiisse, 

Auf  len^eliche  Art 

1  Paul  Heyse  continues  the  theme  in  his  short  story  Abenteuer  ernes  Blau- 
strumpfchens  (1896).  2  Erlebte  Gedichte  (1892)  was  his  first  volume. 
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His  songs  of  loose  student  life  (Gigerlette,  Jeanette  Josephine  etc) 
are  unforgettable ;  the  immorality  may  be  regrettable  but  the  m- 
souciancels  disarming.  The  very  idiocy  of  his  refrains  has  a  charm, 

movement: 

YJngelringelrosenkran^ 

Ich  tan ^  wit  meiner  Frau, 

Wir  tan^en  urn  den  Rosenbusch, 

KJingklanggloribusch, 

Ich  dreh  mich  wie  ein  Pfau. 

The  first  of  his  satirical  novels  was  Die  VnimjahrUn  tmJ  Freitrs- 
1T—  „iberf,i,JHeie,  Pa«kraKim  Graa^er  (.895),  m  winch 
"S  pitieularly  a.  the  foibles  of  art  circles  and  parodies  he 
Darwinian  theory  of  natural  selection.  His ;  great  s“c“^™s 
lone  novel Stilpe:  Roman  aus  derFroschperspektive  (1897).  The  model 
Sbly  Murger’s  See* r  A  la  »  ie 

needed  no  prompting  for  his  presentation  of  the  student  s  and 
journalist’ s  life  he  knew  so  well.  The  picture  is  sufficient  y  is- 
lusting.  Stilpe  (like  Bierbaum)  is  a  verbummeltes  Genie,  wboman- 
is To  makePa  splash  in  journalism  and  lays  about  him  as  a  Berlin 
critic.  The  characters  of  this  Berlin  Boheme  areportraits :  to- 

jilhrer  is  Paul  Scheerbart,  der  Peripatetiker  is  Pc et :  Hffie^ • 
is  Przybyszewski,  and  der  Zmgenschnal^er  is  Juhus  Meier-Grate^ 
There^is internal  evidence  that  the  far-flung 
-  who  at  the  time  the  novel  was  written  ha  J  h 

from  prison  -  shaped  the  characterization  of  Stilpe.  the  chose 
colon? of  both  is  yellow.  The  influence  of  Wilde  ! 

novel  Prfej  Kacbeck,  Lata,  Tate,  Mammgen 
Wellustlind (1907-8).  The  model  of  the  hero  is  said  to  have  been 

E aA  one  of  to 

“lie  d^no^taow'X  Ms  was  and  has  always 

"«h  otor  ^ 

iSSSsHssssss 
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-  is  cast  out  by  the  gentiles;  when  he  sides  with  the  Habsburg 
party  he  is  hailed  with  the  Shakespearean  cry:  "Bravo  Jud!  Gut 
gebrullty  SarasohnP  His  cousin  Berta  has  an  incestuous  love  for  her 
own  brother,  but  marries  Prinz  Kuckuck  for  his  money,  only  to 
sap  his  life-force,  until  he  runs  his  car  into  the  Arch  of  Triumph 
and  so  dies.  The  fascination  of  Oscar  Wilde  comes  out  in  the 
orgies  in  which  Karl  and  his  cousin  indulge,  and  Felix  is  offered 
a  boy  with  the  recommendation :  ‘  Alle  Englander  besuchen  ihnl  In 
England  the  couple  (like  Dorian  Gray)  dive  into  haunts  of  vice  in 
Whitechapel ;  the  ‘Klub  der  Griinen  Nelke’  is  mentioned,  which 
suggests  Robert  Hichens’s  parody  on  Wilde,  The  Green  Carnation. 
The  influence  of  Huysmans  is  as  patent  as  that  of  Wilde,  as  for 
instance  in  Felix’s  wavering  between  Catholic  sensuality  and  the 
delights  of  the  brothel,  still  more  in  incidents  of  the  Black  Mass. 
In  Samalio  Pardulus,  the  first  Novelle  of  Sonderbare  Geschichten  (1908), 
this  fin  de  specie  obsession  for  sexual  perversity  is  heightened  by  the 
Renaissance  atmosphere  and  by  the  doubling  of  the  motif  of  in¬ 
cest:  an  old  Italian  count  goes,  dagger  in  hand,  to  slay  his  son  and 
daughter  whose  sin  he  knows  by  the  secret  of  his  own  blood;  he 
finds  them  dead,  the  daughter  naked,  and  in  presence  of  her  love¬ 
liness  he  stoically  calls  to  mind  what  he  himself  has  not  dared  to 
do.  He  has  kept  the  law  and  lived ;  they  have  died  young,  for 
beauty’s  sake.  The  short  stories  of  S indent enbeich ten  (1892  and  1897) 
and  Die  Schlangendame  (1896)  are  vignettes  of  student  life;  those 
of  Kaktus  (1898)  are  mere  fooling.  The  matter  of  his  Stilpe  was 
dramatized  in  Stilpenkomodien ;  an  attempt  at  serious  drama  with 
historical  colouring  is  Stella  und  Antonie  (1902)  ;  the  scene  is  Silesia, 
the  time  the  beginning  of  the  eighteenth  century,  and  the  action 
suggests  the  erotic  illusions  and  instability  of  the  poet  Johann 
Christian  Gunther.  One  of  Bierbaum’s  best  titles  to  remembrance 
is  that  he,  together  with  the  art  critic  Julius  Meier-Grafe,  founded 
the  art  journal  Pan  (1894-1900)  and,  in  1900,  with  Alfred  Walter 
Heymel  and  Rudolf  Alexander  Schroder,  the  literary  journal  Die 
Insel  (1899-1902),  which  published  much  of  the  best  work  of  the 
succeeding  years ;  at  first  the  publishers  were  Schuster  und  Loffler 
in  Berlin  but  in  time  these  poets  created  their  own  publishing 
firm,  the  famous  Insel-Verlag  of  Leipzig. 

OTTO  ERICH  hartleben  (1864-1905)  comes  near  to  Bierbaum  as 
a  verbummeltes  Genie  and  as  one  who  debased  his  great  gifts.  His 
humour  is  genuine  and  infectious,  but  it  is  Bierhumor ;  and,  for  all 
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the  delicacy  of  feeling  that  weaves  a  wistful  music  through  the 
best  of  his  elegiac  verse  (Meine  Verse ,  1895),  with  its  flawless  form 
(especially  in  rhymeless  metres),  he  never  did  more  than  write  for 
the  moods  of  the  moment,  his  own  and  the  public’s.  In  his  life  he 
lived  defiantly  through  the  scandal  of  the  man  with  two  wives ; 
and  in  his  case  there  was  the  unedifying  spectacle  after  his  death 
of  the  two  women  fighting,  by  the  publication  of  his  letters  to 
them,  for  his  body.  His  fun  is  delightfully  naughty  in  his  short 
stories  Die  Geschichte  vom  abgerissenen  Knopf  (1893),  Vom  gastfreien 
Pastor  (1895),  Der  romische  Maler  (1898),  and  Liebe  kleine  Mama 
(1904).  He  is  fond  of  placing  the  scenes  of  his  fiction  in  his  native 
district,  the  Harz  Mountains.  In  his  comedies  he  tilts  at  the  absur¬ 
dities  of  decent  society  (from  which,  an  utter  Bohemian,  he  ex¬ 
cluded  himself)  and  at  morality,  which,  in  common  with  many  of 
the  exponents  of  Consistent  Naturalism,  he  regarded  as  unnatural. 
In  Angele  (1890)  this  contempt  of  morality  bears  the  impress  of 
Nietzsche;  in  Hanna  Jagert  (1893)  the  characters  progress  from 
Socialism  to  Nietzschean  autocracy;  in  Die Er^iehung^ur Ehe  (1893) 
and  Die  sittliche  Forderung  (1897;  the  theme  parodies  Sudermann’s 
Heimat)  the  cult  of  immorality  is  yet  more  flagrant.  He  shared  the 
admiration  of  his  fellow  poets  for  Ibsen,  but  parodied  the  master’s 
later  symbolist  manner  in  Der  Froscb  (1891).  His  one-act  play 
Abschied  vom  Fegimentp  like  Sudermann’s  Frit^chen  and  Schnitzler’s 
Feutnant  Gustf  plays  with  the  time-honoured  conception  of  mili¬ 
tary  honour,  while  his  very  successful  but  theatrical  Kosenmontag 
(1900)  was  one  of  those  few  plays  of  the  pre-War  period  -  Franz 
Adam  Beyerlein’s  (1871-1949)  Zapfenstreich  (1903)  was  another  - 
which  attacked  (and  got  away  with  it)  the  arrogance  and  profligacy 
of  the  Prussian  military  caste ;  the  play  has  at  least  the  merit  - 
which  it  shares  with  certain  of  the  Sturm  und  Drang  dramas  -  of 
putting  the  superiority  of  caste  feeling  to  the  question. 

Of  the  three  Ottos  who  were  the  accredited  humorists  of  natur¬ 
alism  otto  ernst  (1862-1926)  was  the  only  one  with  any  of  the 
milk  of  human  kindness.  Neither  Bierbaum  nor  Hartleben  could 
have  written,  as  Otto  Ernst  did  (e.g.  Appelschnut\  delightful  books 
for  children.  As  a  native  of  Hamburg  (he  was  born  in  Ottensen) 
he  has  that  rough  Low  German  dialect  colouring  which  -  par¬ 
ticularly  by  contrast  with  the  cynical  Munich  wit  of  Simplieissimus 
-  seems  so  boisterously  healthy.  Himself  an  elementary  school- 
1  In  Die  Befreiten.  Ein  Eanakter-Zjklus  (1899). 
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master  before  he  became  an  author,  he  satirized  educational pedan 
tnes  in  h.s  comedy  Vlacbsmam  als  l:rKkhcr  (1902),  in  Jugendvm 
beuie  (1900)  tlte  megalomania  ot  would-be  Nietzschean  supermen 
m  the  literary  world,  and  in  Cmrb/i-ka/  (1902)  blustering  jour- 
nalists.  As  a  dramatist  he  fails  because  he  cannot  get  beyond  the 

rough  outlines . of  conventional  types;  thus  his  schoolmasters  in 

1 'whsmann  als  Er^ieber  have  their  qualities  of  lustful  and  tyrannical 
(the  awful  headmaster!),  sporting,  jocular,  or  bom  teacher  (the 
awful  hero!)  stressed  almost  in  the  manner  of  pantomime.  Otto 
Ernst  gave  an  impetus  to  the  revival  of  the  BMmgsroman  mthhis 
to  a  great  extent  autobiographical  Asmus  Sempers  Jugendland{i<)o)\ 
Semper  der  ] tingling  (1908),  and  Semper  der  Mann  (1916),  the  hero  of 
which  rises  from  the  working-classes  to  be  an  elementary  teacher 
-  a  rank  which  in  Germany  (since  Jean  Paul  wove  the  village 
schoolmaster’s  life  into  cloud-rapt  idylls)  has  been  associated  with 
culture,  influence,  and  (to  quote  Sudermann)  Gluck  im  Winkel 
Satire  of  the  drastic  and  juicily  outspoken  Bavarian  brand  gives 
its  tang  to  the  comedies  of  josef  ruederer  (1861-1915)  andnm- 
wxg  thom A  (1867-1921).  Ruederer 5 s  Die  Fahnemveihe  (1894)  was 
one  of  the  most  successful  plays  of  the  period;  he  was  a  bom 
dramatist,  with  a  sharply  defined  sense  both  of  shapely  construc¬ 
tion  and  of  vivid  characterization  with  hard,  cruel  lines.  Fahnen- 
weihe  is  a  pitiless  satire  of  village  life;  and  it  has  the  mark  of 
Ruederer  s  work  generally  -  the  delineation  of  the  Catholic  priests 
as  self-serving  rogues,  and  of  their  parishioners  as  keen  on  what- 
ever  profit  they  can  get  from  their  subjection  to  the  priests;  priest 
and  scamps  get  off  with  everything,  and  decency  is  so  dangerous 
that  only  an  utter  fool  will  risk  it.  Ruederer’s  satire  is  less  bitter 
m  his  next  comedy.  Die  Morgenrote  (1904),  which  dramatizes  the 
expulsion  from  Munich  in  1848  of  Lola  Montez,  the  mistress  of 
Ludwig  I.  Wolkenkuckucksheim  (1908),  an  adaptation  of  the  Birds 
o  Aristophanes,  was  a  failure,  and  Ruederer  proved  with  Der 
c  mied  von  Kochel  (1911)  that  historical  drama  was  beyond  his 
teach.  His  novel  Ein  Verruckter  (1894)  shows  what  happens  to 
honest  men:  an  assistant  teacher  actually  dares  to  vote  liberal  and 
to  say  what  he  thinks ;  the  result  is  that  he  is  hounded  to  death  by 
^  e  Pr*est  the  governors  of  his  school.  His  short  stories 

(Fragikombdien,  1896;  Wallfahrer-,  Maler- und Mordergeschichten,  1899) 
s  Ruederer  as  a  master  of  the  grotesque  as  well  as  of  the 
n  lculous.  Ludwig  Thoma,  one  of  the  mainstays  of  Simplicissimus 
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(a  journal  which  by  the  way  owes  its  inception,  in  1896,  and 
growth  to  M.  G.  Conrad5 s  hfunich  circle),  is  best  known  for  his 
comedy  Moral  (1908),  in  some  sort  a  rehandling  with  a  crass 
Bavarian  colouring  of  the  Tartuffe  theme.  Thoma  s  Fottchens  Ge- 
burtstag  (1911)  follows  up  the  theme,  tongue  in  cheek,  of  Wede¬ 
kind’s  Frublings  Brwacberr.  a  solemn  professor  insists  that  children 
should  be  taught  the  facts  of  life;  and  when  Lottchen,  the  daughter 
of  a  colleague,  has  her  twentieth  birthday  and  is  on  the  point  of 
getting  engaged  he  gets  her  father,  by  the  exercise  of  moral  pres¬ 
sure,  to  enlighten  the  couple.  The  father  finds  that  the  young  man, 
being  a  zoologist  by  profession,  is  already  informed  of  the  process 
in  question;  while  the  sly  minx  of  a  daughter  has  actually,  unbe¬ 
known  to  all,  gone  through  a  course  in  midwifery.  Of  Thoma  s 
short  stories  Lausbubengescbichten  (1905-7)  belong  to  the  most  enter¬ 
taining  renderings  of  Bavarian  life  and  habits ;  Altaich  (1918)  and 
Tante  Frieda  (1906)  are  in  the  same  vein,  while  Andreas  Vost  (1906) 
and  Der  Wit  fiber  (1911)  are  realistic  peasant  novels. 

Just  as  we  expect  British  humorists  to  be  on  the  staff  of  Punch, 
so  German  humour  has  been  nourished  by  the  Wit^blatter ,  and 
for  that  reason  hails  mostly  from  Munich.  This  holds  good  too  of 
wilhelm  busch  (1832-1908),  the  humorist  par  excellence  of  the 
previous  generation  but  facile  princeps  —  at  least  so  far  as  pure 
humour  is  concerned  —  to  the  end  of  his  life.  It  was  while  con¬ 
tributing  as  an  artist  to  Fliegende  Flatter  at  Munich  that  he  began  to 
write  his  humorous  verse ;  this  has  a  double  base  -  Schopenhauer  s 
pessimism  and  a  reaction,  natural  in  Munich,  to  what  must  have 
seemed  the  pretty-pretty  polish  of  Paul  Heyse  and  the  Munich 
School.  The  humour  depends  quite  as  much  on  Busch’s  quaint 
illustrations  -  a  few  black  lines  bring  out  the  comicality  of  his 
figures  -  as  on  the  drollery  of  the  rhymes,  and  his  caricature  fastens 
on  fixed  types :  the  poet  ( DichferBdhlamm ,  1883),  the  painter  (Makr 
Klecksel,  1884),  the  hypocritical  wench  (Die  from  me  Helene,  1871). 
In  Die  fromme  Helene  as  in  Der  heilige  Antonins  (1870)  and  Pater 
Filucius  (1873)  his  antipathy  to  religion  gives  his  satire  a  certain 
nastiness. 

Parody  such  as  Renaissance  wits  loved  is  the  Horatius  troves  titus. 
(1897)  of  CHRISTIAN  morgenstern  (1871-1914),  another  Munich 
man  (his  father  was  a  painter  there).  Morgenstem’s  humour  owes 
nothing  whatever  to  tradition  or  schools  of  any  sort;  it  is  sui 
generis,  if  ever  anything  was.  His  first  book  of  humorous  verse. 
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In  Phantas  Schloss  (1895),  shows  the  influence  of  Nietzsche,  from 
whom  he  derived  his  questioning  of  the  essentiality  of  words. 
The  quaint  and  whimsical  verse  of  Galgenlieder  (1905),  Palmstrom 
(1910),  Palma  Kunkel  (1916)  and  Der  Ginggam %  (1919)  -  collected 
as  Alle  Galgenlieder ,  1933  -  has  to  be  labelled  with  a  new  term: 
Sprachbumor,  a  humour  which  flies  like  sparks  from  verbal  quibbles. 

It  is  metaphysical  humour :  Gingganz,  for  instance,  is  Morgen- 
stern’s  term  for  an  ideologist.  But  Morgenstern  was  no  ingenious 
punster :  his  wit  is  austerely  intellectual,  a  diversion  so  to  speak 
from  his  philosophical  speculation  on  the  relation  of  nomen  and 
res ,  or  das  Wort  and  das  Ding  an  sich.  To  flippant  laymen  das  Ding 
an  sich  has  always  seemed  mirthful;  and  Morgenstern,  though 
strictly  philosophical,  strikes  a  mirthful  philosophy  from  the  very 
impossibility  of  name  and  thing  being  identical.  In  other  words, 
while  the  thing  is  of  the  eternal  essence  the  name  for  it  is  illusory, 
as  the  hopeless  disagreement  of  thinkers  on  the  nature  of  things 
shows.  One  has  only  to  think  of  all  the  systems  of  scholasticism  - 
each  thought  out  and  nailed  down  idea  by  idea  with  the  incontro¬ 
vertible  logic  of  the  best  minds  of  the  Middle  Ages :  Nominalismus , 
Universalis  mus,  Kon^eptualismus,  Ter minis mus,  and  so  forth  -  to  ap¬ 
preciate  what  may  have  been  Morgenstern’s  point  of  view  that 
metaphysically  it  cannot  be  proved  to  the  satisfaction  of  everybody 
that  the  idea  (or  name  -  logos,  Wort)  is  the  thing,  or  that  the  thing 
is  the  idea.  His  wit,  therefore,  plays  -  and  with  how  clear  a  flame! 

-  round  the  idiocy  of  our  faith  in  words  -  which  possibly  convey 
no  ideas  at  all,  or,  if  they  do,  problematic  ideas.  And  therefore  he 
aims  at  an  ‘Umwortung  aller  Worte\  Morality,  the  naturalists  had 
proclaimed,  is  relative;  Morgenstern,  though  less  dogmatically, 
proclaims  the  relativity  of  knowledge.  And  miraculously  into  this 
spider’s  web  of  speculation  the  magic  of  poetry  is  caught :  the 
mystical  life  that  the  Volkslied  gives  to  birds  and  beasts  and  fishes, 
surprises  of  rhythm  and  diction,  and  sometimes  in  the  very  things 
that  the  poet  questions  he  finds  those  tears  that  moved  the  soul  of 
Virgil.  He  conveys  mystery  by  the  suggestion  of  double  meanings : 
Der  Zmlf-Elf  hebt  die  linke  Hand:  /  Da  schldgt  die  Mitternacht  ins 
Land .  Interstices  are  removed  from  the  laths  of  a  fence  (for  if 
‘interstice’  is  a  name  for  a  thing  what  it  represents  is  a  thing ;  and 
a  thing  must  be  tangible;  if  not  to  the  hands  then  to  the  mind 
that  can  work  magic  with  it).  A  knee  goes  wandering  round  the 
world;  the  man  it  belonged  to  was  shot  away  in  the  war,  ‘round 
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and  round'  (a  thing  is  part  of  a  whole,  but  here  is  the  question 
whether  conceptually  it  is  necessarily  so).  And  sea-gulls  all  look  as 
if  their  name  was  Emma:  what  do  we  mean  if  we  say  ‘Emma  ? 
What  immemorial  jesting,  of  poets  and  wits  and  tortured  pupils, 
has  gathered  round  the  term  ‘gerund-grinder5  or  Schulmeisterlein , 
or  Pddagog ;  and  how  pathetic  and  whimsical  this  is  goes  into  Der 
Werwolf : 

Ein  Werwolf  elms  A  ackts  entwich 
von  Weib  and  Kind  mid  sich  begab 
an  eines  Dorfschullehrers  Grab 
mid  bat  ihn:  Biffe ,  beuge  mich ! 

Der  Dorfscbulmeister  stieg  hinauf 
auf  seines  Bkchsehilds  Messingknauf 
undspracb  %um  Wolf  der  seine  P jo  ten 
geduldig  krew^fe  vor  dem  Toten: 

£ Der  Werwolf  ’  -  sprach  der  gut e  Mam , 
cdes  Weswoljs,  Genitiv  sodann , 
dem  Wemwolf  Dativ ,  wie  man's  nennt , 
den  Wenwolf  -  damit  hat’s  ein  End.7 

Dem  Werwolf  schmeichelten  die  Fdlle^ 
er  rollte  seine  Augenbdlle . 

Indessen,  bat  er.fuge  doch 

v(ur  Ein^ahl  auch  die  Mehr^ahl  noch ! 

Der  Dorfscbulmeister  aber  musste 
gestehn ,  dass  er  von  ihr  nichts  wusste. 

Zwar  Wolfe  gab’s  in  grosser  Schar, 
doch  cWer ’  gab’s  nur  im  Singular . 

Der  Wolf  erhob  sich  tranenblind  — 
er  hatte  ja  doch  Weib  und  Kind!  / 

Doch  da  er  kein  Gelehrier  eben, 
so  schied  er  dankend  und  ergeben. 

It  is  a  commonplace  that  the  merriest  jesters  are  sad  men:  how 
melancholy  Christian  Morgenstern  can  be  is  to  be  read  in  his  non- 
humorous  verse;  the  difference  between  the  matter-of-factness  of 
Wilhelm  Busch  and  the  cosmic  vision  of  Morgenstern  may  be 
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sensed,  for  instance,  from  Voglein  Schwermut  (in  Ein  Sommer ,  1 899) : 

Ein  schwar^es  'Voglein  fliegt  liber  die  Welt , 
das  singt  so  todestraurig  .  .  . 

Wer  es  hort,  der  hort  nichts  anderes  mehr , 
wer  es  hort ,  der  tut  sich  ein  Leides  an , 
der  mag  keine  Sonne  mehr  schauen. 

AUmitternacht ,  Allmitternacht 
ruht  es  sich  aus  auf  dem  Finger  des  Tods. 

Der  streichelfs  leis  und  spricht  ihm  ^u: 
c Flieg ,  mein  Vogelein  !  Flieg ,  tnein  VogeleinT 
Und  wieder  fliegfs  flotend  liber  die  Welt. 

How  skilfully  Morgenstern  weaves  mood  into  rhythm  is  suffi¬ 
ciently  clear  from  this  little  lyric  alone:  he  produces  an  impression 
of  deep  night  by  slow  pace  and  heavy  vowels  at  the  sentence  end, 
with  the  dull  flitting  of  the  bird  suggested  by  longer  lines  with 
lighter  vowels  and  three  cunningly  allocated  dactyls ;  and  there  is 
an  impression  of  listless  despair  in  the  absence  of  rhyme.  Morgen¬ 
stern  died  of  consumption,  as  his  mother  had  done,  at  the  age  of 
forty-three.  In  his  last  years  he  had  turned  mystic  and  immersed 
himself  in  Rudolf  Steiner’s  anthroposophism,*  which  teaches  that 
transcendental,  spiritual  vision  reveals  the  indestructible  kernel  of 
our  being.  His  nominological  scepticism  culminates  in  the  pan¬ 
theism  of  his  later  volumes  (Einkehr,  1910;  Ich  und  Du,  1911 ;  Wir 
fanden  einen  Pfad ,  1914) :  'Weder  “ich”  bin  noch  jener  “Baum”  ist, 
sondern  ein  Drittes,  nur  unsere  V ermahlung  ist.’  Break  up 
things,  and  the  rest  is  silence  -  which  is  God.  The  world  is  the 
marriage  in  God  of  T  and  'thou’.  His  ripest  wisdom  is  gathered 
into  the  aphorisms  and  notes  of  his  posthumous  Stufen  (1918)  and 
Epigram  me  und  Sprliche  (1920),  while  Mensch  Wanderer  (1927)  gathers 
his  serious  poems  from  1887  to  1914.  There  is  a  final  gleaning  of 
his  grotesques  in  Die  Schallmuhle  (1928)  -  the  title  was  changed  to 
Bohmischer  Jahrmarkt  in  1938  and  to  Egon  und  Emilie  in  1 9  5  o  -  with 
parodies  of  Whitman,  d’Annunzio  and  others. 

paul  scheerbart  (1863-1915)  is  classed  as  a  ‘Phantasf;  that  is, 
more  or  less  an  apocalyptic  visionary,  but  of  the  scientific  variety. 
We  might  call  him  a  cosmic  humorist,  for  his  novels  -  half  scien¬ 
tific,  half  mystical  -  play  about  grotesquely  with  the  cosmos :  like 
Shelley  (to  quote  Francis  Thompson)  he  runs  wild  over  the  fields 
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of  ether  and  chases  the  rolling  world.  He  is  distinguished  from  his 
immediate  circle  of  Berlin  friends  -  Dehmel  and  Przybyszewski 
in  particular  -  by  his  elimination  of  eroticism  (. Antierotik ),  which 
comes  into  his  ’prentice  novel  only :  Taruh ,  Bagdads  beriihmte  Kochi n 
(1897).  In  Na,  Prost !  (1898)  he  flies  in  an  octagonal  bottle  into 
space.  In  Die  wilde  Jagd  (1901)  and  Komefentan %  (1903)  the  planets 
dance,  while  Perpetuum  mobile  (1910)  discusses  what  the  title  indi¬ 
cates.  And  yet  these  tales  bear  no  relation  to  those  of  Jules  Verne1 : 
Scheerbart’s  purpose  is  not  primarily  to  foresee  the  advance  of 
science,  but  to  caricature  the  tendencies  of  his  time:  Aus  Wut  bin 
ich  sogar  Humorist  geworden?  he  says,  'nichr  aus  Liebensivurdigkeit .’ 
He  breaks  ground  for  the  cosmic  impressionists  because  to  the 
individualism  of  Nietzsche  (‘the  God  of  journalists’,  he  calls  him) 
he  opposes  that  cosmic  feeling  which  foresees  the  future:  ‘Der 
Wei f seele  ivollen  wir  naher  seind  he  says. 

From  the  memoirs  and  diaries  of  the  nineties  we  know  of  Scheer- 
bart,  Przybyszewski  and  Dehmel  as  three  jolly  boys  in  Berlin; 
entertaining  Strindberg,  for  instance,  in  a  night-club;  and  this 
companionship  influenced  literature  profoundly  in  ideas  of  sex 
and  Satanism  which  came  from  the  strange  brain  of  Stanislaus 
przybyszewski  (i  868-1 927),  who  in  these  Berlin  days  of  his  wrote 
German  but  after  his  return  to  Poland  was  a  leader  of  the  Polish 
Modem.  Though  his  novels  are  now  read  by  scholars  only  they 
have  to  be  taken  into  account  as  the  sources,  partial  at  least,  of 
the  decadent  Satanism  of  the  period.  Thus  the  wife  of  Bierbaum’s 
Prinz  Kuckuck  deceives  her  husband  with  a  Satanist  whose  creed 
is  clear  in  the  light  of  Przybyszewski’ s  teaching;  and,  though  the 
question  of  origins  is  complicated  by  the  popularity  of  Barbey 
d’Aurevilly  (Les  Diaboliquesy  1874;  Hisioire  sans  noms,  1882),  Bau¬ 
delaire,  Huysmans,  and  Oscar  Wilde,  wherever  there  is  decadent 
adoration  of  evil  we  are  likely  to  have  the  influence,  possibly  in¬ 
direct,  of  the  demonic  Pole.  That  Satanism  as  a  theme  should 
appeal  to  the  naturalists  is  natural  enough ;  for  they  describe  life 
as  it  is,  and  life  as  they  see  it  is  diabolically  wicked.  If  Satanism  is 
taken  to  mean  the  negation  of  Christian  principles  -  literally  or 

1  The  prototype  of  the  scientific  novel  in  Jules  Verne’s  sense  is  Auf 
P/aneten  (1897)  by  Kurd  Lasswitz  (1848-1910):  a  war  between  Mars  and  the 
earth  is  decided  by  the  use  of  aeroplanes  and  submarines.  Bernhard  Keller- 
mann’s  Der  Tunnel  (1913),  the  most  popular  novel  of  this  sort,  ranks  rather 
with  the  anti-machinery  literature :  the  hero  just  fails  to  construct  a  tunnel 
under  the  Atlantic,  and  the  enterprise  swallows  up  human  lives  like  Moloch. 
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metaphorically  the  worship  of  evil  instead  of  good  -  then  it  is  as 
a  matter  of  fact  nothing  new  in  German  literature :  it  is  defiantly 
expressed  in  the  old  ballad  of  Tannhauser  and  in  the  Tannhauser 
legend  familiar  to  all  from  Wagner’s  opera;  and  even  such  a  dog¬ 
gedly  moral  poet  as  Schiller  wrote,  in  his  effervescent  youth,  a 
Satanist  poem  (. Der  Venuswagen).  Here  already  the  devil  and  Venus 
are  one.  Satanism  is  in  any  case,  as  the  reverse  of  the  accepted 
standard  of  moral  conduct,  a  modern  version  of  medieval  dualism. 
But  the  medieval  parallel  is  illusory.  What  this  modern  Satanism 
springs  from  can  be  stated  at  least  approximately :  its  literary  ori¬ 
gins  are,  firstly,  Baudelaire’s  poetry;  secondly,  the  anti-Christian 
individualism  of  Nietzsche;  thirdly,  that  cult  of  refined  physical 
sensations  of  which  the  gospel  is  Huysmans’  A  rebours ;  and 
fourthly,  the  sensation  of  Oscar  Wilde’s  trial  and  the  morbid  thrill 
of  his  Salome,  which,  in  Max  Reinhardt’s  setting,  was  one  of  the 
most  frequently  produced  plays  of  the  period.  So  far  as  sexual 
cruelty  is  a  part  of  Satanism  (e.g.  as  handled  by  Gerhart  Haupt¬ 
mann,  or  by  Eduard  Stucken  in  Die  weissen  Goiter ,  or  in  the  numer¬ 
ous  studies  of  incest)  it  derives  from  the  earlier  and  crude  pathology 
of  the  Marquis  de  Sade  (1740-1814)  and  the  Austrian  novelist 
Leopold  von  sacher-masoch1  (i 8 3  5-94).  There  is  a  ritual  as  well 
as  a  gospel  of  Satanism,  and  the  culmination  of  this  ritual  is  the 
Black  Mass,2  which  for  Huysmans’  hero  des  Esseintes  precedes 
his  surrender  to  the  (to  him)  sensual  fascination  of  Catholicism.  In 
German  literature  it  occurs  notably  in  Bierbaum’s  Prin%  Kuckuck, 
Kurt  Martens’  Roman  aus  der  Decadence ,  and  (in  barbaric  splendour) 
in  Eduard  Stucken’s  Die  weissen  Goffer  \  but  primarily  and  as  an 
inherent  part  ofhis  sexual  mysticism  in  the  tales  of  Przybyszewski, 
‘der  deutsche  Sataniker\  Przybyszewski’s  hero  is  always  himself  in 
his  speculative  capacity.  Totenmesse  (1893)  shows  this  personal 
hero  tortured  by  sexual  atrophy  due  to  cerebral  hypertrophy 
(which  we  are  to  understand  is  the  curse  and  abnormality  of 
civilization) ;  and  he  tries  to  lash  this  shrunk  feeling  into  primitive 
plenitude  by  plunging  into  wild  orgies.  In  vain,  however;  for  such 
excitation  of  the  senses  cannot  be  more  than  the  spurt  of  a  dying 
flame.  Physical  deviation  from  the  norm  might  be  unobjectionable 

1  Sacher-Masoch’s  heroes  show  their  love  by  using  the  riding-whip,  often 
in  a  lurid  Slav  milieu  (he  was  a  native  of  Lemberg  in  Galicia).  Typical  novels 
of  his  are  Das  Vermdchtnis  Kains ,  Venus  im  Pel%,  Die  Seelenfangerin.  Masochism 
is  derived  from  his  name  (pp.  32,  34). 

2  There  is  a  detailed  description  of  a  Black  Mass  in  Huysmans5  Ld-Bas  (1 890) . 
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if  the  brain  could  by  its  own  vitality  exert  dominion  and  shape 
life  to  perfection;  but  the  vital  force  of  the  brain  cannot  be  sun- 
dered  from  that  sexual  vigour  which  makes  full  man:  either  there 
is  vigour  of  sex  or  decay  of  the  organism  as  a  whole.  The  hero  of 
Tofenmesse  is  Przybyszewski  as  scientific  thinker :  the  second  tale, 
Vigilien  (1894),  presents  him  as  the  artist  with  sense  and  soul 
yearning  for  woman  -  as  a  'balance5  of  his  being,  not,  however 
to  provide  the  contrary  half  to  his  masculinity,  but  to  serve  this 
forceful  masculinity  as  a  stimulus  to  artistic  creation  or  as  a  nar¬ 
cotic.  In  the  trilogy  Homo  Sapiens  (1895-6)  there  is  an  examination 
of  sex  in  all  its  possible  manifestations  and  a  more  particular 
synthesis  of  the  physical  thrills  of  Catholic  ritualism  and  Satanism 
(such  as  we  get  in  Huysmans) ;  and  in  this  novel  as  in  Satans  Kinder 
(1897)  Przybyszewski  attempts,  but  in  vain,  to  individualize  his 
characters.  Przybyszewski 5 s  importance  in  literary  history  lies  in  his 
preaching  of  sex  as  the  ineluctable  purpose  of  life  and  as  the  creat¬ 
ive  organ  of  art  and  literature.  'Art5,  he  says,  'is  nothing  but  a 
game  that  sex  plays  with  brain.’1  And,  since  life  is  made  up  of  pain 
and  disgust  (Schopenhauer’s  doctrine),  what  life  springs  from- that 
is,  sex  -  must  be  the  same.  It  would  be  easy  to  show  how  Przybys- 
zewski’s  doctrine  is  worked  out  by  later  writers :  Madenseligkeit ,  for 
instance,  by  Thomas  Mann  (in  Der  Zauberberg  particularly),  and 
the  vampire  clutch  of  woman  in  Gerhart  Hauptmann’s  work 
(particularly  in  Im  Wirbel  der  Berufung).  And,  thus  reasoning, 
Przybyszewski  brands  woman  as  ‘duke  malum  et  vitiosa  propago\  as 
the  bait  of  Satan  and  temptation  in  the  flesh.  In  this  demonization 
of  woman  he  agrees  with  the  three  Frauenhasser  Schopenhauer, 
Nietzsche,  and  Strindberg;  but  Dehmel,  while  accepting  sex  as  a 
demonic  force,  proclaims  the  power  of  the  individual  to  transform 
this  summum  malum  into  the  summum  bonum  by  transfusing  body 
with  spirit. 

Satanism  in  the  stories  of  hanns  heinz  ewers  (1871-1943)  takes 
on  the  form  of  Prussian  Schrecklichkeit,  although  he  comes  from 
the  jolly  Rhineland  (he  was  bom  at  Dusseldorf).  The  sub-title  of  his 
volume  of  short  stories  Das  Grauen  (1907)  is  Selfsame  Geschichten , 
and  the  strangeness  of  them  is  in  direct  line  of  descent  from 
E.  T.  A.  Hoffmann  and  Edgar  Allen  Poe  (on  whom  he  wrote  an 

1  Wilhelm  Bolsche  in  his  Die  natunvissenschaftlichen  Grundlagen  der  Poesie 
(1887)  puts  the  same  view  more  scientifically.  Remy  de  Gourmont  put  the 
view  more  succinctly:  ‘Poetry  is  produced  by  the  genitals.’ 
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essay) :  his  own  characteristic  addition  is  orgiastic  blood-lust,  as 
in  Hahnenkampf,  the  story  of  a  cock-fight  in  Die  Besessenen  (1908), 
his  most  typical  volume:  the  fighting  cocks  are  stripped  Spaniards 
with  daggers  in  the  gaunt  mountains  of  Andalusia.  Orgies  of  sex 
and  blood  fill  the  culminating  scene,  to  which  he  leads  up  horror 
by  horror,  of  his  picture  of  hoodoo  ceremonial  in  Haiti.  In  the 
cock-fight  the  obsession  of  blood  is  a  matter  of  race  and  heroic 
milieu-,  in  the  hoodoo  tale  it  is  that  frenzy  of  sex  in  the  heat  of 
tropical  forests  and  sun-baked  bodies  which  accounts  for  much 
of  primitive  religion. 

This  metaphysical  fundament  of  Ewers  serves  him  to  probe  a 
visionary  truth  behind  the  illusion  of  reality .  As  it  happens,  how¬ 
ever,  his  own  mind  is  of  that  variety  which  would  look  to  real 
profit  even  in  the  exposition  of  irreality  (he  made  his  first  repu¬ 
tation  as  a  reciter  for  the  Oberbrettl,  the  history  of  which  he  wrote 
in  Das  Cabaret,  1905).  What  he  gives  us,  therefore,  is  not  so  much 
metaphysical  tales  as  sensational  best-sellers.  However,  he  forms 
the  link  between  Poe’s  mathematical  lucubration  of  mystery  and 
the  Romantic  uncanniness  of  E.  T.  A.  Hoffmann  before  him  and 
a  group  of  Prague  Jews  who  do  capture  the  mystic  illusion  of  a 
supersensory  reality,  apparently  because  they  have  ethical  concep¬ 
tions  for  the  suggestion  of  which  they  bring  in  the  mystifications 
of  the  Jewish  cabbala.  Of  these  Prague  Jews  Gustav  Meyrink  and 
the  painter  Alfred  Kubin  (1877-)  do  not  disdain  sensationalism; 
in  Franz  Kafka,  who  combines  the  ethics  of  the  expressionists 
with  the  raw  realism  of  the  naturalists,  we  have  a  pure  mystic. 

gustav  meyrink’s  (1868-1932)  novel  Der  Golem  (1916)  is  by 
reason  of  its  allusive  handling  of  the  robot-theme  one  of  the  most 
readable  tales  of  the  period.  The  Golem  is  an  artificial  man  made 
according  to  a  lost  specification  of  the  cabbala  by  a  rabbi  of  Prague 
in  the  seventeenth  century,  to  help  him  ring  the  bells  of  the  syna¬ 
gogue.  The  creature  lives  only  with  a  ‘half-conscious  vegetable 
life’  by  the  virtue  of  a  magic  card  ( Zettel )  inserted  behind  his  teeth; 
this  draws  down  the  sidereal  powers  (the  symbol  is  apparently 
that  of  the  automatism  of  modem  society ;  Heaven  still  moves  us, 
though  in  our  limp  life  of  routine  we  are  unconscious  of  it). 
When,  one  evening,  the  rabbi  forgets  to  remove  this  card  from 
the  creature’s  mouth  he  runs  amok  through  the  streets,  smashing 
whatever  comes  in  his  way,  until  the  rabbi  captures  him  and  re¬ 
moves  the  card  (symbolically :  reduces  the  robot  to  brute  matter  - 
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there  is  not  much  difference;  and  also  -  if  we  lose  priestly  direction 
we  are  raging  brutes).  When  the  card  is  removed  the  Golem  falls 
all  of  a  heap,  and  nothing  remains  of  him  but  the  figure  of  a  clay 
dwarf  which  is  still  shown  in  the  Altneusynagoge  at  Prague.  But 
the  people  in  the  ghetto  of  Prague  believe  the  Golem  still  appears 
in  the  streets  at  intervals  -  cein  vollkommen  fremder  Menscb ,  bartlos^ 
von  gelber  Gesichtsfarbe  und  mongohscbem  Tjpus  -  in  altmodische ,  ver- 
schossene  KJeider  gehilllt  -  mit  schiefgestellten  Augen  und  gespaltener 
Uppe\  One  person  who  has  seen  the  Golem  maintains  that  it  can 
only  have  been  her  own  soul  which  had  stepped  out  of  her  body 
to  face  her;  this,  of  course,  is  E.  T.  A.  Hoffmann’s  Doppelganger- 
Mofiv,  of  which  there  is  much  in  the  book.  A  curiosity  of  Meyrink’s 
tale  Das  grime  Gesicht  (1916)  is  that  the  post-Wat  topsyturviness  is 
foreseen.  In  all  his  other  tales  ( 'Orchideen ,  1904;  Das  Wachsfiguren- 
kabinett ,  1907;  Walpurgjsnachf ,  1917;  Derweisse  Dominikaner ,  1917) 
there  is  the  same  sensation-mongering  in  the  guise  of  occultism 
or  spiritism. 

To  English  readers  there  is  probably  more  appeal  in  his  Der 
Engel  vom  westlichen  Fenster  (1927),  for  the  scene  of  a  great  part 
of  the  tale  is  in  England,  and  in  the  chain  of  magicians  are  St. 
Dunstan  and  Queen  Elizabeth,  while  the  hero  is  Sir  John  Dee, 
the  descendant  of  a  Welsh  chieftain  whose  desire  is  to  win  Green¬ 
land  for  Gloriana.  (‘Greenland’,  as  the  tale  unfolds,  is  the  deep 
dead  past,  from  which  come  ghosts  and  all  mediumistic  visions 
and  succubi  and  the  mirages  of  sexual  desire.)  The  scene  changes 
to  Prague,  where  another  Teufelshmdner ,  Kaiser  Rudolf,  wise  and 
wily  but  in  the  toils  of  priests,  directs  the  ever  elusive  quest  for 
the  philosopher’s  stone.  The  actual  theme  of  the  novel  is  the  secret 
of  existence,  and  this  is  revealed  (darkly)  by  the  complicated  action 
as  man’s  ceaseless  battle  with  sex:  a  good  man  by  his  very  nature 
strives  frantically  to  achieve  wisdom  and  selflessness,  but  this  mas¬ 
culine  ideal  is  thwarted  by  the  demonic  fascination  of  the  female, 
in  this  tale  sensationally  embodied,  obscene  and  divinely  lovely,  as 
the  Pontine  Isis  {die  schwar^e  Isais),  with  lithe  limbs  and  panther  s 
smell  {das  Pantherweib).  Isis  is  eternal,  for  she  is  in  the  blood  and 
is  the  blood  of  the  male,  whose  only  hope  is  to  be  mothered  by 
some  domestic  woman,  from  whose  shielding  arms  he  is  lured, 
however,  by  this  vampire  who  is  lust,  not  love.  The  demon  may, 
when  man’s  senses  are  cold,  fill  him  with  loathing  of  her  functions, 
but  her  magic  lies  in  the  heating  of  his  senses ;  and  even  if  he 
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would  destroy  her  she  seizes  him  in  the  very  frenzy  of  his  hate, 
for  sexual  desire  is  the  adoration  she  craves.  There  is  much  play 
with  elusive  symbols :  particularly  with  the  dagger,  or  spear-head, 
of  the  hero’s  Welsh  ancestor,  which  is  at  the  same  time  an  attribute 
of  the  cat-headed  goddess  (  =  phallus):  the  hero,  in  his  successive 
incarnations,  can  only  save  his  soul  -  and  even  then  only  when 
life  is  ending  -  by  preserving  this  instrument  from  the  greed  of 
the  evil  powers.  The  mystic  illumination  of  the  problem  of  life 
comes  from  a  weird  rabbi  who  is  versed  in  cabbalistic  lore:  and 
the  lesson  is  (apparently)  that  man  must  choose  between  suppres¬ 
sion  after  death  or  suppression  in  life  of  the  brute  element  of  sex  - 
in  other  words  between  flesh  and  spirit,  and  that  the  true  alchem- 
istic  transmutatio  is  achieved  by  the  hermaphroditic  marriage  of 
the  male  with  the  female  (element)  within  himself :  thus  Sir  John 
Dee  might  win  "the  Queen’1;  not,  as  he  deludes  himself.  Queen 
Elizabeth  -  who  gives  herself  to  him  only  as  Isis  in  the  shape  of  a 
succubus  and  lures  his  descendant  in  our  own  days  as  the  medieval 
Dame  World,  fair  in  front  and  with  hollow  back  wreathed  with 
slimy  snakes  -,  but  the  irradiation  through  strain  and  suffering  of 
personality. 

This  cult  of  spooks,  vampires,  and  demons  has,  of  course,  not 
been  the  monopoly  of  the  Prague  Jews :  it  occurs  in  the  Novellen  of 
Josef  Ruederer  ( Tragikomodien ),  of  Oscar  A.  H.  Schmitz  ( 'Haschisch , 
1892),  in  Gerhart  Hauptmann’s  plays  and  fiction,  in  Wilhelm 
Walloth’s2  (1850-1932)  Im  Same  der  Hypnose  (1897),  and  in  the 
later  work  of  Wilhelm  von  Scholz.  In  the  light  of  all  this  hair- 
raising  matter  Goethe’s  stage-directions  following  line  5298  of 
Faust  II  are  amusing :  ‘Die  Nacht-  und  Grabdichter  lassen  sich  ent- 
schuldigen ,  well  sie  soeben  im  interessantesten  Gesprdch  mit  einem  frisch- 
erstandenen  V am pyren  begriffen  seien ,  woraus  eine  neue  Dichtart  sich  viel- 
leicht  entwickeln  konnte?  Goethe’s  contempt  for  "hideous  vampirism’ 
comes  out  in  his  review  of  Merimee’s  La  Gu^la  (1827). 

1  See  Faust ,  I,  1.  1047.  There  is  much  use  of  this  passage  in  the  book;  the 
Ted  lion’  appears  variously,  literally  as  the  tamed  pet  of  Kaiser  Rudolf. 

2  One  of  M.  G.  Conrad’s  Munich  group.  He  tried  to  better  Georg  Ebers 
by  making  the  archaeological  novel  naturalistically  real,  but  did  worse 
(< Oktavia ,  1885;  Parts  der  Mime,  1886;  Ovid ,  1890;  Eros ,  1906). 


IY 

THE  NOVEL  OF  NATURALISM 
AND  DECADENCE 


As  far  as  the  novel  is  concerned  it  is  difficult  to  draw  a  clear 
/  \  line  of  demarcation  between  naturalism  and  decadence ,  the 
/  \  two  movements  merge.  There  are,  however,  distinguish¬ 

ing  features  of  each.  Naturalism  implies  sympathy  for  the  w  or  king 
classes  ( ' Armeleutepoesie )  and  for  outcasts  of  all  sorts  -  prostitutes 
particularly,  waitresses,  factory  workers,  tramps,  scamps;  decad¬ 
ence  is  in  the  main  the  depiction  of  the  artist  as  by  his  very  nature 
misplaced  in  society  and  conventions,  the  hectic  man  of  nerves, 
the  seeker  after  sensations.  Decadence  is  naturalistic  in  the 
sense  that  it  claims  to  photograph  real  life;  but  it  tends  merely  to 
photograph  the  inner  life  of  exceptional  beings,  who  as  such  are 
decadent,  in  a  milieu  either  of  drab  reality  or  of  Bohemian  strange¬ 
ness  represented  as  real.  Where,  as  in  the  artist  novels  ,  this  strange 
lighting  is  focused  on  the  strange  hero,  we  have  technically  not 
naturalism  but  impressionism;  but  even  here  the  milieu  is  likely 
to  be  more  or  less  naturalistic.  The  swathing  of  a  sensitively 
visioned  inner  picture  by  folds  of  raw  reality  indeed  continues 
through  the  succeeding  schools  of  impressionism,  expressionism, 
Neue  Sachlichkeit, ,  and  Schollendichiung ;  by  this  alone  we  can  measure 
the  importance  of  naturalism,  once  established,  as  a  necessary  part 
of  certain  phases  of  literature,  particularly  of  the  novel.  A  term 
which  approximately  comprises  all  novels  of  these  schools  which 
have  at  least  a  base  of  realism  is  Milieuroman.  'Experimental  novel’ 
{Expert mentalroman^  experimenteller  JLomati)  on  the  other  hand  fits 
only  those  novels  of  the  eighties  and  nineties  which  are  built  up, 
according  to  Zola’s  theory,  by  ' documents  humains ’;  that  is,  by  the 
actual  study  or  scientific  observation,  or  (in  Germany,  at  least) 
the  pretence  of  such  study  or  observation,  of  the  characters  and 
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strata  of  society  concerned.  Roughly  stated,  the  difference  between 
naturalism  and  decadence  is  that  between  Zola  on  the  one  hand 
and  Maupassant,  Huysmans  in  his  second  period,  and  Oscar  Wilde 
on  the  other  hand.  There  is,  however,  another  line  of  growth:  if 
to  be  a  decadent  is  to  be  a  man  of  delicate  artistic  perceptions  - 
‘aesthete5  (Aesthet),  man  of  nerves  ( 'Nervenmensch )  -  but  weak  will, 
then  its  true  home  is  Vienna.1  But  Conrad  Ferdinand  Meyer,  a 
Swiss  patrician  of  Zurich,  had  the  same  incapacity  to  face  the 
noise  and  hardness  of  life2 ;  and  therefore,  though  Viennese  writers 
through  the  ages  tend  to  this  shrinking  softness,  decadence  is  a 
matter  (if  it  is  real  and  not  merely  the  fashion  of  the  day)  of  indi¬ 
vidual  mentality  and  physique :  the  problem  of  real  decadence  or 
of  literary  decadence  meets  us  in  the  work  of,  say,  Sudermann 
and  Ompteda  -  both  solid  Germans  with  the  stamina  of  cart¬ 
horses  -  contrasted  with  Heinz  Tovote  with  his  Parisian  elegance 
and  neurotic  thrills. 

Definitely  a  decadent  was  the  Viennese  writer  Ferdinand  von 
saar  (1833-1906);  and  we  may  say  that  he  is  the  link  between  the 
involuntary  decadence  of  Grillparzer  and  Conrad  Ferdinand  Meyer 
and  the  deliberate  cult  of  decadence  of  the  nineties.  In  one  of  his 
lyrics,  Die  Entarteten ,  Saar  laments  for  those  who  are  tainted  before 
birth  (erblich  beiastet,  a  favourite  term  which  derives  from  the  ter¬ 
minology  of  the  alienists  as  much  as  from  Darwin),  battle  vainly 
against  secret  sins,  and  die  at  last  by  their  own  hands  or  by  those 
of  the  public  executioner.  This  is  the  note,  too,  of  many  of  Saar’s 
short  stories  (Novellen  aus  Qsterreich,  1876  and  1897) :  his  effeminate 
characters  fail  helplessly  in  whatever  they  undertake.  (He  himself 
died  by  his  own  hand.)  His  Die  Steinklopfer  (1873)  is  generally 
classed  as  'die  ersfe  Arbeiternovelle\  while  the  heroine  of  his  Die 
Troglodytin  is  an  ex-convict  woman  tramp ;  and  certainly  the  four 
short  stories  of  his  Die  Tragik  des  Lebens  (1894)  rank  him  with  the 
naturalists  of  the  day. 

This  wave  of  sympathy  in  literature  with  the  downtrodden  and 
the  outcast  is  of  course  a  reflection  of  the  social  and  political  trend 
of  the  period;  the  law  against  Socialists  ( So^ialistengeset\ ;)  had  to 
be  abrogated  in  1890;  and  Kaiser  Wilhelm’s  known  disgust  at  the 
performance  in  Berlin  of  Die  Weber  merely  acted  as  an  advertise- 

1  See  p.  210. 

2  Cf.  with  his  poem  Abendrot  im  Walde  Cowper’s  description  of  himself  as 
a  ‘stricken  deer’.  Sonntags  mirrors  his  morbid  love  of  solitude. 
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ment.  Not  merely  theologians  like  Bruno  Wille  turned  Socialist: 
there  was  the  glaring  case  of  Moritz  von  Egidy,  a  lieutenant- 
colonel,  who  preached  a  kind  of  Saint-Simonian  Christianity  or 
Christian  Socialism  freed  from  all  sectarian  dogma ;  he  stated  his 
creed  in  Ernste  Gedanken  (1851)-  Such  a  socialization  of  Christianity 
was  signalled  at  the  Evangelisch-Sozialer  Kongress  in  1890. 

One  more  distinguishing  feature  which  should  be  pointed  out 
is  that,  while  naturalism  proper  is  Socialistic,  decadence  tends  to 
be  Nietzschean.  The  question  might  at  once  arise :  how  can  Nietz- 
scheanism,  which  is  the  cult  of  the  strong,  ruthless  man,  possibly 
he  identified  with  decadentism?  The  answer  is  that  Nietzsche’s 
idea  of  the  superman  (‘ Der  Mensch  ist  etwas,  das  iibenvunden  werden 
soil')  implies  contempt  and  loathing  for  man  in  his  present  state 
(see  pp.  103-4).  This  self-loathing  is  not  in  contradiction  with 
that  admiration  of  the  strong  men  of  history  which  in  the  case  of 
Jakob  Burckhardt  and  Conrad  Ferdinand  Meyer  took  the  form  of 
worship  of  the  R enaissancemenscb;  and  generally  speaking  we  may 
say  that  in  the  nineties  literary  Nietzscheanism  in  Germany  splits 
into  two  phases :  (1)  the  identification  of  the  man  of  the  Renais¬ 
sance  with  the  superman,  principally  in  impressionism  (e.g.  the 
novels  of  Heinrich  Mann);  (2)  decadent  individualism;  the  latter, 
strengthened  by  the  cult  of  Baudelaire  (the  French  Satanist  as 
Przvbyszewski  is  the  German  Satanist),  turns  to  Satanism,  to 
Neronism  ( Icb-Anbetmg ),  and  to  the  glorification  of  the  weakling 
with  suicidal  tendencies.  Thus  we  get  two  main  types  of  hero: 
der  Held  der  Tat  and  der  Held  der  Kunst. 

The  Zolaesque  novel  begins  with  Conrad  Alberti  (or  Sittenfeld) 
and  Max  Kretzer.  conrad  alberti  (p.  23),  the  swashbuckler  of 
naturalism,  had  the  typical  cynicism  of  Berlin  Jews;  his  drama 
Brot  (1888)  is  an  attempt,  before  Gerhart  Hauptmann’s  Elorian 
Gejer,  to  dramatize  the  Peasant  Rebellion;  his  novels  (Wer  ist  der 
Star  here?  1888;  Die  Alien  und  die  Jungen,  1889;  R.echt  auf  Liebe 
1890;  Maschinen ,  1894)  died  in  their  own  dirt,  and  count  only  as 
experiments.  In  the  short  stories  of  his  Plebs  (1887)  he  sketches 
with  a  loose  grip  the  life  of  Berlin  metal  workers  and  seamstresses ; 
his  imitation  of  Zola  comes  out  more  in  the  panoramic  vision  of 
Berlin  which  he  tries  to  read  into  his  novels ;  he  fails  because  he  sees 
merely  a  drab  monotonous  city,  whereas  Zola  redeems  his  horrific 
picture  by  vivid  and  grandiose  symbol,  max  kretzer  (1854-1941), 
an  artisan  who  gradually  shaped  himself  into  a  literary  man  but 
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never  mastered  grammar  and,  despite  his  naturalistic  doctrine, 
made  his  working  people  talk  as  they  do  in  penny  novelettes,  did 
manage  to  animate  his  Anklageliteratur  by  something  like  poetic 
symbol:  admirably  almost  in  his  best  novel,  Meister  Timpe  (1888), 
which  has  for  theme  the  crushing  of  the  small  independent  crafts¬ 
man  by  the  mass  production  of  factories;  the  crawling  of  the 
railway  over  old  Berlin  and  past  his  little  workshop  has  a  night¬ 
mare  effect.  Fanatically  as  Kretzer  imitates  Zola’s  ‘literature  of 
accusation’  a  more  congenial  influence  on  him  was  that  of  Dickens; 
and  indeed  it  is  generally  true  of  the  novelists  of  naturalism  that 
the  influence  of  Zola  is  mainly  on  subject-matter.  Like  Dickens, 
he  puts  the  matter  of  his  own  early  experiences  into  his  fiction:  in 
Der  Fassadenraphael  (1911)  he  relates  how  he  earned  his  living  as 
a  sign-writer,  and  the  description  of  life  in  a  lamp  factory  in  Der 
alte  Andreas  ( Berliner  Sittenbilder ,  1911)  is  also  autobiographical, 
while  in  his  memoirs,  Wilder  Champagner,  Berliner  Erinnermgen  und 
Studien,  he  describes  his  apprenticeship  to  a  china  merchant.  He 
has  neither  the  humanity  nor  the  variety  of  Dickens :  his  range  is 
limited  to  the  life  of  workers  and  outcasts,  and  to  him  this  life  is 
slavery ;  where  the  wealthier  classes  come  into  his  picture  he  does 
not  rise  above  caricature  which  betrays  his  complete  ignorance  of 
the  ways  and  speech  of  better  class  society.  Of  his  novels  -  all  of 
them  strictly  Berliner  Romane  -  Die  Betrogenen  (1882)  has  in  outline 
of  plot  some  resemblance  to  David  Copperfield ;  it  is  the  first  full 
novel  to  describe  the  life  of  industrial  workers  in  the  capital,  and 
its  essential  premise  is  that  girls  who  work  in  factories  must  in¬ 
evitably  augment  their  earnings  by  prostitution.  Die  Verkommenen 
(1883)  suggests  L dttle  Dorrit ,  with  the  substitution  of  the  Berlin 
block  of  flats  (. Mietskaseme )  for  the  Marshalsea  Prison.  Meister 
Timpe,  with  its  pathetic  lament  for  the  ever-growing  mechaniza¬ 
tion  of  the  world,  derives  apparently  from  both  Zola’s  AuBonheur 
des  Dames  and  Dickens’s  Hard  Times.  Quite  Zolaesque  is  Drei 
Weiber  (1886),  with  its  discussion  of  the  man  with  more  than  one 
wife.  There  is  satire  of  religion  in  Die  Bergpredigt  (1890);  Der 
Millionenbauer  (1891)  reflects  the  moral  ruination  by  sudden  wealth 
of  the  farmer  whose  land  has  been  swallowed  up  in  the  Grunder- 
jahre  by  the  expansion  of  Berlin;  in  Das  Gesicht  Chris ti  (1897)  the 
Saviour  moves  as  a  symbol  of  pity  among  the  poor  of  Berlin. 

The  Berliner  Roman  is  of  course  a  subdivision  of  the  Grossstadt- 
roman ,  but  practically  speaking  the  metropolitan  novel  of  early 
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naturalism  is  confined  to  depictions  of  Munich  in  the  loose  sketches 
of  M.  G.  Conrad’s  Was  die  Isar  rauscht  and  to  a  vert’-  comprehensive 
series  of  Berlin  novels.  The  latter,  indeed,  take  in  novels  by  writers 
of  the  previous  generation :  paul  lindau’s  (1839-1917)  trilogy  Der 
Zug  nach  dem  Weston  (1886),  Arm  Madchen  (1887),  and  Spit^en 
(1888);  fritz  mauthner’s  (1849-1923)  Berlin  W.  (1886),  Hermann 
heiberg’s  (1840-1910)  Dunst  aus  der  Tiefe 1  (1890).  Novels  such  as 
Karl  Bleibtreu’s  Schlechte  Gesellscbaft  fall  under  the  heading  of  Kell- 
nerinnenromane;  these  unroll  unedifying  pictures  of  the  Bohemian 
life  of  the  capital  (Strindberg’s  E .oda  Rum  met  is  the  prototype  of 
the  genre)  with  mighty-bosomed  waitresses  or  barmaids  towering 
over  quailing  poets.  Actually  the  'Berliner  Roman  reaches  its  height 
in  two  nostalgic  descriptions  of  the  Jewish  life  in  the  capital  in 
the  days  of  crinolines:  Jettchen  Gebert  (1906)  and  its  sequel  Henriette 
Jacoby  (1908)  by  Georg  Herrmann;  but  since  these  novels  are 
Charaktorromane  rather  than  Milieuromane  they  belong  to  a  later 
chapter. 

The  naturalistic  KUnstlerroman  begins  with  Conrad  Alberti  s  Die 
Alien  mid  die  Jungen  -  a  gifted  artist,  submerged  by  mediocrity, 
dies  by  his  own  hand  —  and  Bleibtreu’s  Grossenwahn.  The  latter 
novel,’ grotesquely  formless,  satirizes  the  members  of  the  Verem 
Durch:  the  Hart  brothers  appear  as  ‘die  idealen  Wajfenbruder’  (an 
obvious  hit  at  their  Kritische  Waffengange).  These  rambling  novels 
were  not,  however,  Kfmstlerromane  in  the  more  exclusive  sense  of 
the  type  created  by  Walter  Siegfried  (185  8-1947)5  ^  Swiss  mer¬ 
chant,  with  his  Tino  Moralt  (1890),  which  is  clearly  influenced  by 
Zola’s  L’CEurre.  It  is  a  study  of  frustration:  the  hero,  an  artist, 
foiled  in  his  relentless  battle  for  perfection,  loses  his  reason  and 
commits  suicide.  Tino  Moralt ,  like  Hermann  Bahr’s  Die  gute  Schule, 
reflects  the  author’s  experiences  in  the  artistic  world  of  Paris. 
Clearly  autobiographical  too  is  casar  flaischlen’s  (1864-1920) 
Jost  Sey fried  (1905),  a  novel  in  epistolary  and  diary  form;  it  relates 
the  development  (Werdegang)  of  a  poet  of  the  Jiingstdeutsche  Bewegmg 
(another  name  given  to  their  movement  by  the  naturalists  to  show 
their  affinities  to  the  revolutionary  Jung  Deutschland  school  of 
1830-48).  The  spirit  of  the  book  is  plaintively  pessimistic :  both 
naturalism  and  symbolism  are  represented  as  having  degenerated 
from  the  soaring  aims  with  which  they  began  to  a  mechanical 

1  Heiberg’s  novel  Apotbeker  Heinrich  (1885)  was  praised  by  the  naturalists, 
but  his  matter-of-fact  style  earned  him  the  title  of 6 der  Realist  der  Nuchternheit . 
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turning  out  of  mass  matter.  The  style,  in  a  kind  of  Whitmanesque 
prose,  runs  parallel  with  that  of  Johannes  Schlaf  in  the  sketches 
of  his  rural  divagations ;  and  it  is  indeed  as  an  experimenter  in  free 
rhythms  that  Casar  Flaischlen  has  historical  interest  as  a  lyrical 
poet1 :  wistful  moods  he  renders  admirably  in  his  seemingly  artless 
verse.  His  dramas  (Toni  Sfurmr,  1891,  and  Martin  Lehnhardty  1895) 
are  in  their  reflection  of  the  poet’s  own  ripening  of  mood  and 
character  complementary  to  Jost  Sejfried ;  Martin  Lehnhardt  counts 
also  (say,  with  Max  Dreyer’s  Der  Probekandidat  and  Hermann 
Stehr’s  Drei  Ndchte)  in  the  literature  of  religious  anguish  and 
revolt :  a  theological  student,  after  a  poignant  argument  with  a 
clergyman,  abjures  the  faith  he  was  to  have  preached;  here  Flaisch¬ 
len  is  trying  to  fashion  (like  Johannes  Schlaf  in  his  trilogies  and 
like  Kurt  Martens)  a  kind  of  healed  decadent  (gesundeter  Dekadent), 
one  who  has  won  his  way  to  a  moral  Nietzscheanism. 

The  hero  is  levelled  rather  than  raised  in  those  novels  of  the 
period  which  stand  for  the  social  doctrines  of  the  extreme  political 
left.  The  typical  Communistic  novel,  John  Henry  Mackay’s  Die 
Anarchisten ,  is  less  literature  than  programme ;  the  typical  Socialist 
novels  are  Hans  Land’s  Der  neue  Gott  and  Felix  Hollander’s  Jesus 
und  Judas.  The  symptomatic  feature  of  these  tales,  the  abnegation 
of  his  £ higher’  class  and  conventional  faith  by  an  aristocrat  or 
theologian,  who  becomes  one  of  the  people,  is  of  course  common 
to  the  European  life  of  the  day;  in  Germany  there  were  Socialist 
theologians  such  as  Bruno  Wille;  and  one  clergyman,  Paul  Gohre, 
actually  worked  as  a  factory  hand  for  three  months  and  described 
his  experiences  in  Drei  Monate  Fabrikarbeiter  (1891)  and  Denkwiir - 
digkeiten  und Erinnerungen  eines  Arbeiters.  An  aristocrat  had  espoused 
the  people’s  cause  in  fiction  in  George  Sand’s  JLe  Compagnon  du 
Tour  de  France ;  in  German  life  an  officer  did  so  in  the  person  of 
Moritz  von  Egidy,  and  in  German  fiction  there  is  Fedor  in  Omp- 
teda’s  Deutscher  Adel  um  igoo,  who  refuses  to  be  any  longer  ‘noble 
by  love  of  self’  (ein  Adeliger  des  Fgoismus )  and  seeks  to  be  ‘noble 
by  love  of  others’  (ein  Adeliger  des  Altruismus).  The  millionaire’s 
son  who  gives  up  his  wealth  and  turns  Communist  we  get  later 
in  Jakob  Wassermann’s  novel  Christian  Wahnschaffe  and  Georg 
Kaiser’s  dramas  Koralle  and  Gas.  The  hero  of  hans  land’s  (1861- 
92)  Der  neue  Gott  is  a  count  and  lieutenant  in  the  Hussars  who  lives 
in  a  garret  and  serves  the  Socialist  party;  he  fails  to  adapt  himself, 
1  V on  Alltag  und  Sonne  (1898),  Z wischenklange  (1909). 
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however,  and  in  the  misery  of  poverty  betrays  the  revolutionary 
aims  of  the  party  to  the  police.  There  is  the  same  feeling  for  the 
masses'  in  Hans  Land’s  other  novels  (Stief kinder  der  Gesellschaft , 
1888;  Die  am  Wege  sterben,  1889;  S unden ,  1892).  There  is  more  of 
the  stuff  of  literature,  despite  the  dismal  flatness  of  the  narration, 
in  felix  Hollander’s  (1867-1931)  Jesus  und  Judas  (1891):  a  student 
would  fain  be  a  Jesus  to  the  workers  but  is  forced  by  poverty  to 
be  a  Judas  -  he  betrays  his  party  and  jumps  into  the  Spree.  Hol¬ 
lander’s  most  famous  novel  -  one  of  the  most  notable  of  the  whole 
period  -  is  Der  Weg  des  Thomas  Truck  (1902);  the  hero  is  the  son 
of  a  provincial  doctor  who  turns  Socialist;  in  Berlin  he  has  a  dis¬ 
appointment  with  the  wife  of  a  millionaire  who  refuses  to  give  up 
her  life  of  luxury  to  share  his  ideals  of  social  service ;  he  marries  a 
girl  he  meets  at  a  Salvation  Army  meeting,  a  seamstress  addicted 
to  drink;  she  commits  suicide,  and  he  goes  to  the  dogs  in  the 
Bohemian  life  of  the  capital,  but  is  rehabilitated  by  his  love  for  his 
cousin,  and  finds  peace  for  his  soul  in  Buddhism  and  the  teaching 
of  Tolstoy.  Wilhelm  hegeler  (1870-1947)  was  a  man  of  good 
family  who  literally  for  conscience’  sake  turned  proletarian.  In  his 
first  novel,  Mutter  Bertha  (1893),  an  unmarried  mother  gives  way 
to  a  doctor  to  save  her  child’s  life,  and  then  makes  good  by  hard 
work  and  self-sacrifice  for  the  sake  of  the  child.  This  theme  of 
moral  excellence  latent  in  a  c fallen’  woman  and  triumphing  in  the 
idea  that  the  child  is  salvation  occurs  in  a  number  of  outstanding 
novels,  from  Helene  Bohlau’s  Das  Kecht  der  Mutter  to  Vicki  Baum’s 
Stud.  Chem.  Helene  Willfuer.  Hegeler’s  best  novels  are  Ingenieur 
Horstmann  (1900)  and  Pastor  Klinghammer  (1903);  in  each  the  hero 
is  a  violent  character  whose  blood  gets  the  better  of  his  culture. 

Imitation  of  Zola  in  the  sense  of  a  heaping  up  from  chapter  to 
chapter  of  documented  material  is  confined  to  early  naturalism, 
although  of  course  sporadically  the  process  survives.  What  hap¬ 
pened  was  that  photographic  naturalism  was  transformed  by  that 
surgical  probing  into  states  of  nerves  of  which  Maupassant  (1850- 
93)  was  master.  And  as  soon  as  the  influence  can  be  diagnosed  as 
that  of  Maupassant  we  can  no  longer  classify  a  work  definitely  as 
naturalism:  studies  of  nerves  belong  to  decadentism,  and  decadent- 
ism  (since  neurotic  obsession  and  decay  show  in  unreal  impres¬ 
sions  of  the  outer  world)  is  more  or  less  a  part  of  impressionism. 
Sudermann  from  the  first  imitates  Maupassant  in  his  fiction,  but 
he  continues  the  poetic  realism  of  his  German  predecessors,  par- 
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ticularly  in  the  sentimentalism  of  Frau  Sorge  and  Der  Kat^ensteg; 
what  he  does  (in  his  less  reputable  work  at  least)  is  to  transfuse 
the  German  pretence  of  moral  goodness  with  French  cynicism. 
Maupassant’s  translator  was  Georg  Freiherr  von  Ompteda,  and 
Ompteda  strove  doggedly  to  be  the  German  Maupassant;  the 
German  novelist  who  made  the  most  of  Maupassant’s  technique 
and  pose  was,  however,  Heinz  Tovote. 

HEINZ  TOVOTE  (1864-1946)  and  GEORG  VON  OMPTEDA  (i  863-193 1) 
were  both  natives  of  Hanover.  The  glaring  difference  between 
them  is  that  while  Ompteda  takes  over  from  Maupassant  the  cult 
of  piquancy  and  abnormality  his  sexuality  is,  comparatively  speak¬ 
ing,  sane  and  normal,  while  Tovote  is  genuinely  decadent.  Their 
portraits  alone  proclaim  this  radical  difference :  Ompteda’s  solid 
square  face  and  clipped  hair  contrast  with  Tovote’s  elegant  pointed 
beard  and  shock  of  well-groomed  hair.  Fallobst  (1890)  is  a  collec¬ 
tion  of  Novellen  defined  by  Tovote  himself  as  ‘Novellen  der  Wurm- 
stichigkeif,  and  this  ‘wormeatenness’  is  equally  high  to  the  nostrils 
in  Id,  nervose  Novellen  (1892);  what  Tovote  gives  us  in  these  tales 
is  a  series  of  hectic  short  studies  of  the  fixed  ideas  or  obsessions 
of  nervous  people.  For  instance :  two  young  people  ripening  to 
the  crisis  of  fruition  have  their  blood  chilled  by  the  sight  of  a 
horse’s  blood  spilt  in  an  accident  (this  is  of  course  less  telling  than 
Maupassant’s  story  of  a  husband  who  ceased  intercourse  with  his 
wife  because  one  day  when  she  was  ill  he  was  sickened  by  the  faint 
odour  of  physical  decay  which  met  his  nostrils  as  he  bent  over  her). 
Tovote  made  his  reputation  with  his  novel  Im  Eiebesrausch  (1890), 
the  hero  of  which  is  an  aristocrat  who  marries  a  carter’s  daughter, 
a  girl  with  a  past :  as  a  waitress  she  was  Lucie  Nagel,  as  a  sort  of 
lady  she  is  Kitty  Nail.  Georg  von  Ompteda  scores  by  his  illumin¬ 
ation  of  the  life  of  officers ;  and  in  this  respect  his  trilogy  of  novels 
Deutsder  Adel  um  1900  ( Sylvester  von  Gejer,  1897;  Eysen,  1900; 
Cdcilie  von  Sarrjn,  1901)  may  prove  to  have  permanent  importance 
as  pictures  of  social  conditions.  In  this  trilogy  the  influence  of  the 
Goncourts  is  pointed  out  by  critics ;  but  this  influence  too  is  less 
discernible  in  Ompteda  than  in  Tovote,  in  the  sense  that  Tovote’s 
creatures  are  more  literally  (to  quote  Edmond  de  Goncourt’s  self¬ 
definition)  madines  a  sensations  rendered  with  an  accent  fievreux. 
Sylvester  von  Geyer  describes  the  life  of  a  Saxon  officer  from  the 
cradle  to  the  grave;  his  tragedy  is  that  he  is  poor  and  that  his 
efforts  to  perfect  his  character  are  hampered  by  fits  of  nerves. 
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'Ey  sen  is  the  saga  of  a  whole  family,  and  Cdcilie  von  Sarrjn  unfolds 
the  poignant  tragedy  of  the  old  maid  of  noble  family.  The  total 
theme  of  the  cycle  is  the  struggle  for  existence  of  an  entire  noble 
family;  thus  Deutscher  Adel  um  1900  does  for  the  nobility  what 
Thomas  Mann’s  Buddenbrooks  does  for  a  patrician  family  in  a  Hanse 
city;  and  in  both  it  is  the  disintegration  of  the  solid  old  stock  by 
the  nervous  debility  of  modern  life,  with  its  problematic  culture, 
which  interprets  the  tragedy.  The  imitation  of  Maupassant  is  most 
glaring  in  Ompteda’s  early  collection  of  short  stories  Leidenschaften 
(1896)^  with  their  ironical  humour  and  piquant  situations.  The 
theme  of  Maupassant’s  En  Famille  -  the  frustration  of  artistic 
ambition  by  the  fetters  of  marriage  to  a  modern  Delilah  -  occurs 
in  Winter  fiber  Dir!  (1899). 

Two  novelists,  Wilhelm  von  Polenz  and  Kurt  Martens,  share 
with  Johannes  Schlaf  the  credit  of  aiming,  for  ethic  and  racial 
reasons,  at  the  conquest  of  decadentism.  wilhelm  von  polenz 
(1861-1903),  like  Ompteda  a  retired  officer,  is  today  given  rank  as 
one  of  the  forerunners  of  the  Bint-  und Boden  novel;  and  it  is  true 
that  in  his  agrarian  novels  he  describes  in  patient  detail  the  con¬ 
ditions  of  his  native  province  of  Upper  Lusatia.  Tales  of  his  such  as 
Heinrich  von  Kleist  (1 891)  hardly  count  except  for  the  subject1;  and 
the  sexual  details  of  Sub  fie  (1890),  a  novel  of  adultery,  merely  show 
dependence  on  Zola.  Markedly  Zolaesque  too  is  Wur^ellocker 
(1902),  a  study  of  industrial  and  artist  life.  Der  Pfarrer  von  Breiten- 
dorf  (1893)  definitely  places  Polenz  with  the  best  novelists  of  his 
period.  It  is  the  first  of  a  series  of  novels  (e.g.  Frenssen’s  Hilligenlei, 
Lulu  von  Strauss  und  Torney’s  Lucifer,  Hermann  Stehr’s  Der 
Heiligenhof)  in  which  religious  experience  dominates  the  shaping 
forces  of  environment;  in  Polenz’s  tale  the  clergyman  hero,  like 
Casar  Flaischlen’s  Martin  Lehnhardt,  wrestles  with  his  faith  and 
casts  it  aside,  while  another  clergyman  seeks  release  from  doubt 
in  death.  Der  Biittnerbmer  (1895)  is  by  common  consent  something 
of  a  masterpiece,  not  only  because  it  vividly  renders  the  landscape 
and  rural  atmosphere  of  Upper  Lusatia  and  is  therefore  a  new 
start,  after  the  spate  of  metropolitan  novels,  in  the  peasant  novel, 
but  because  of  its  powerful  characterization  of  the  Biittnerbauer, 
a  farmer  of  the  old  school,  obstinate  and  tireless  in  his  labour  to 

1  Georg  Hirschfeld’s  short  story  Damon  Kleist  probably  suggested  the  title 
of  Stefan  Zweig’s  book  of  biographical  essays  (with  a  very  frank  interpre¬ 
tation  of  Kleist’ s  mentality)  Der  Kampf  mit  dem  Damon. 
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save  his  heritage,  but  helpless  in  the  grip  of  the  Jew  to  whom  he 
has  mortgaged  it;  in  his  children  there  is  no  help,  for  they  are 
degenerates;  and  when  he  can  fight  no  more  he  hangs  himself. 
The  doctrine  of  the  salvation  of  agriculture  by  self-dedication  to 
it  is  enunciated  in  Der  Grabenhager  (1897):  a  landed  gentleman  a 
former  officer  with  an  officer’s  way  with  women  and  other  things, 
is  helped  by  his  wife  to  restore  his  decayed  farms  to  prosperity.1’ 
With  Thekla  Ludekjnd  (1900)  Polenz  returns  to  the  metropolis  and 
takes  his  part  in  the  discussion  of  feminism  by  showing  the  quali¬ 
ties  of  emancipated  women  and  of  those  who  live  to  love. 

In  Polenz’s  novels  the  anti-decadent  note  is  implicit  in  his  return 
to  country  life  and  his  unsympathetic  handling  of  weak-willed 
creatures ;  in  those  of  kurt  martens  (1870-1945)  it  is  expressly 
stressed.  The  masters  Kurt  Martens  acknowledges  are  Stefan 
George  and  above  all  Hugo  von  Hofmannsthal;  and  with  Hof¬ 
mannsthal  he  has  the  common  interest  in  the  influence  of  deca¬ 
dence  on  personality.  Whereas,  however,  Hofmannsthal  portrays 
himself  in  his  decadents  Kurt  Martens  is  quite  objective.  His  titles 
alone  indicate  the  stamp  of  his  characters  ( Sinhende  Schwimmer , 
1892;  Die  gebet^ten  Seelen,  1897;  Roman  aus  der  Decadence,  1898): 
but  he  turns  the  tables  on  these  pretentious  petty  Nietzscheans 
by  branding  their  claim  to  licence  by  virtue  of  personality2  (^sich 
ausleberi1  is  a  catchword  of  the  school)  as  merely  the  lack  of  disci¬ 
pline  of  Philistines ;  he  ranks  an  artist  steeped  in  vice  less  than  a 
plodding  dullard.  The  hero  of  Roman  aus  der  Decadence  lives  the  life 
of  the  aesthetic  snob:  homosexuality,  free  love,  boredom,  con¬ 
version  to  Catholicism,  et  toute  la  lyre-,  but,  unlike  Hofmannsthal’s 
Claudio,  he  frees  himself  from  the  cult  of  sensations  and  finds  a 
refuge  in  study.  The  hero  of  Die  Vollendung  (1902)  fails  to  save 
himself,  but  before  he  commits  suicide  he  knows  that  his  son  will 
reach  safety  -  by  his  love  for  a  girl  from  America;  and  it  is  inter¬ 
esting  that  Martens  points  to  English  character  as  by  national 
habit  sane  and  sound. 

There  is  an  intellectual  rather  than  a  moral  conquest  of  natural¬ 
istic  depression  in  the  later  fiction  of  anna  croissant-rust  (1860- 

Adalbert  Stifter  s  Brigitia  (1 843)  romantically  handles  the  same  theme  for 
a  Hungarian  estate. 

2  The  typical  decadent  of  this  type  is  Hermann  Conradi,  in  whose  flaunting 
of  vice  there  is  at  least  the  pretence  of  the  desire  to  rise  by  the  satisfaction  of 
impulses  ( Tnebe )  above  and  beyond  them.  Dehmel,  by  his  own  showing, 
achieved  salvation  in  this  way. 
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1943);  she  remained  ‘consistent’,  but  managed  after  the  turn  of 
the  century  to  enliven  her  hard  and  relentless  studies  of  working- 
class  and  peasant  milieu  with  a  peculiar  humour,  which  served  her, 
so  she  said,  like  a  mackintosh  in  rain.  She  was  the  only  woman 
among  the  primitive  naturalists  -  as  a  member  of  M.  G.  Conrad’s 
circle  she  wrote  for  Die  Gesellschaft  -  who  earned  a  niche  in  literary 
annals  by  the  permanent  merit  of  her  work.  She  was  rather  a 
writer  for  the  writing  fraternity  than  for  the  mass  of  the  reading 
public ;  the  short  stories  with  which  she  began  (Feier abend  und 
andere  Munchner  Geschichten,  1893 ;  JLebensstucke ,  1893)  and  her  two 
plays  (Der standhafte  Zinnsoldat^  1896;  Der Bua,  1897)  were  too  true 
to  the  naturalistic  type  to  appeal  to  light-minded  readers.  Her 
Gedichte  in  Prosa  (1893),  too,  are  interesting  mainly  as  experiments 
in  form ;  they  belong  to  the  imitations  of  Whitman  which  followed 
the  lyric  revolt  of  Holz  and  Schlaf.  Her  protective  humour  did, 
however,  lend  some  popular  appeal  to  her  novel  Winkelquartett 
(1908),  and  there  is  the  regional  attraction  of  Heimatkunst  in  the 
short  stories  of  her  Pimpernellche  (1901)  and  Aus  unsers  Herrgotts 
Tiergarten  (1906),  which  render  the  moods  of  her  native  Palatinate; 
she  has  strictly  regional  reality,  too,  in  her  novel  Die  Nann  (1906), 
which  unfolds  the  life  of  peasants  in  the  Brenner  Pass  district. 
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Consistent  naturalism  did  not  very  long  hold  the  field  as  the 
movement  of  the  day ;  before  it  had  lost  its  strangeness  it 
was  challenged  by  a  new  movement,  that  of  symbolism, 
neo-romanticism  or  impressionism  (three  names  for  much  the 
same  thing) ;  and  gradually  naturalism  merges  with  these  new 
currents,  some  poets  shifting  as  mood  dictates  from  one  style  to 
the  other.  Impressionism  is  partly  a  reaction  from  naturalism,  but 
to  a  great  extent  it  derives  from  French  symbolism,  which  was 
itself  a  reaction  against  two  completely  different  styles,  naturalism 
and  Parnassianism;  in  Germany,  however,  the  manner  of  the 
French  Parnassians  is  imitated,  e.g.  by  Richard  von  Schaukal,  at 
the  same  time  as  that  of  the  symbolists,  i.e.  the  sculptured  or 
pictorial  Parnassian  style  blends  with  symbolist  infolding  of 
meaning. 

Impressionism  in  painting  loosely  assembles  light  effects  round 
blurred  outlines.  So,  too,  literary  impressionism  may  produce  (to 
quote  Schiller’s  summing-up  of  Klopstock’s  nebulosity)  a  given 
state  of  mind  without  the  help  of  a  given  subject.  At  all  events, 
impressionism  produces  Stimmmg,  mood,  atmosphere,  etat  d'ame . 

It  is  a  law  of  physics  that  action  and  reaction  are  equal  and  in 
opposite  directions.  The  direction  which  impressionism  gives  to 
art  is  away  from  nature.  Hermann  Bahr  interpreted  the  phase 
somewhat  whimsically :  the  poet  or  painter,  he  says,  is  the  mirror 
in  which  nature  is  reflected ;  or,  nature  as  we  see  it  in  the  work  of 
art  is  not  seen  directly  but  reflected  in  a  temperament.  If  the  tem¬ 
perament  is  abnormal,  the  reflection  will  be  abnormal;  but  it  will 
be  art.  Moreover,  according  to  naturalistic  theory  nature  must 
always  appear  the  same  in  art,  for  art  must  be  a  photographic 
reproduction  of  nature ;  art  would  thus  be  infinitely  monotonous ; 
according  to  impressionistic  theory,  on  the  other  hand,  the  re- 
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flection  of  nature  in  art  differs  as  infinitely  as  artists  differ  in 
temperament.  Only  vision  is  true.  A  child  watches  its  mother  in 
a  green  shade  and  says  to  papa:  ‘Mama  has  a  green  nose!5  Papa 
says  it  only  seems  so,  but  the  child  knows  better,  it  says  what  it 
sees.  Papa  knows  too  much;  his  superior  knowledge  corrects  his 
vision.  In  reality  we  never  see  anything  as  our  intelligence  tells 
us  it  is.  But  the  appearance  which  intelligence  says  is  untrue  is 
beautiful;  and  art  portrays  the  beautiful,  which  is  the  real,  only 
the  real  is  underneath  it.  ‘Am  farbigen  Abglan^  haben  wir  das  Leben , 
wrote  Goethe. 

Impressionism  first  appears  as  programmatic  in  a  novel  which 
ran  as  a  serial  through  the  first  volume  of  Die  F reie  Buhne,  Hermann 
Bahr’s  Die  gute  Schule  (1890).  This  is  a  typically  decadent  novel, 
with  as  much  Nervosifat  as  anything  of  Tovote  s,  and  today  its 
interest  lies  more  than  anywhere  in  the  detection  of  the  influences 
which  go  to  its  making;  for  it  is  an  amalgam  of  imitations  which 
are  in  themselves  indicative  of  the  fiction  which  follows.  Critics 
insist  on  the  crass  use  of  Strindberg’s  misogyny,  but  certainly  the 
chief  influence  is  that  of  Huysmans’  A  rebours,  which  is,  however, 
coupled  with  the  psychogrammatic  notation  of  Bourget’s  Le  Dis¬ 
ciple,  then  -  it  had  appeared  a  year  before  -  a  literary  sensation. 
Similarities  have  also  been  pointed  out  with  George  Moore  s  A 
Modern  Lover  (1883);  both  writers  agree  that  ‘the  life  of  an  artist 
should  be  a  practical  protest  against  the  so-called  decencies  of  life’ 
(Confessions  of  a  Young  Man).  Hermann  bahr  (1863-1934)3  Aus¬ 
trian  from  Linz,  had  just  arrived  -  elegant  and  scented,  with 
pointed  beard  and  Lavalliere  cravat  —  in  Berlin  after  a  stay  in  Paris 
(1889-90),  where  by  this  time  the  symbolist  doctrines  were  the 
latest  thing.  The  hero  of  the  tale  is  a  young  painter  who,  after 
eating  red  salmon  in  green  sauce,  is  pursued  by  these  colours :  he 
sees  symphonies  first  of  green,  then  of  red  (cEs  war  der  Lyrismus 
des  Koten  .  .  .  ein  kraftiges,  mannliches  und  tdtiges  Kof  is  a  sample  of 
the  erotic  symbolism  of  the  book).  The  sub-title  is  Seelische  Zu- 
stande  (i.e.  etats  dldme),  and  this  is  symptomatic:  the  notation  of 
states  is  here  transferred  from  the  outer  to  the  inner  world.  ‘The 
good  school’  is  that  of  erotic  experience :  ‘  das  Hamletische  im  Runs  tier 
verlangt  eine  Mdtresse  unbedingf;  and  the  more  perversity  the  greater 
the  refinement  of  the  nerves.  Woman  is,  however,  no  more  than 
an  instrument  in  the  refining  process ;  she  is  and  must  be,  as 
woman,  a  whore,  * ein  liederliches  Gemisch  aus  Rot  und  Honig\  When 
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the  dross  in  his  system  is  sufficiently  burnt  out1  by  his  sexual 
paroxysms  the  painter  hero,  impotent  in  his  art,  has  visions  of  a 
love  without  the  female  instrument:  ‘etwas  gan%  Nervoses,  Raffi- 
niertes,  Kompliffertes  musste  es  werden’,  a  dream-love,  ‘Gluck  der  Ent- 
haltsamkeif,  ‘die  keusche  Wollusf ;  for  fulfilment  of  desire  destroys 
its  mystic  beauty.  Here  particularly  -  as  in  the  rich  colouring  of 
the  painter’s  nerve-whipped  visions,  in  which  the  heavens  open, 
wreathed  in  symphonies  of  purple  perfumes  and  peopled  by  fire- 
red  beings  and  blue  vampires  -  we  detect  the  influence  of  Huys- 
mans.  In  Die  gute  Schule  Bahr  shows  his  uncanny  flair  for  coming 
fashions ;  he  (a  ‘  Vorempfinder’ )  is  the  herald  of  every  new  move^ 
ment,  and,  if  he  did  not  actually  turn  the  course  of  literature,  he 
was  at  various  stages  the  first  to  point  out  the  change  in  direction. 
He  had  himself  popularized  the  term  ‘die  Moderns’-,  in  Zur  Kritik 
der  Moderns  (1890)  he  shows  what  the  movement  is.  In  Die  Uber- 
windungdes  Naturalismus  (1891)  he  exposes  the  ultimate  absurdity 

naturalism .  Je  dichter  der  JSlntumlismus  der  dents  chen  Drumotiker 
sich  der  Erfiillung  seines  eignen  Prinfftps  ndhert ,  desto  weiter  entfernt  er 
sich  von  der  Moglichkeii  kunstlerischer  Wirkung.  Je  mehr  er  unpersdnliche 
Wirkung  wird ,  entgeisteter  Staff,  desto  mehr  verliert  er  die  leteffe  Gewalt 
liber  unser  Gemut.  Er  wirkt  dann  genau  ebenso  me  die  Dinge  selbst,  die 
immer  erst  unserer  Umarbeit  brauchen ,  um  fur  die  Empfmdmg  % ubereitet 
rnd  angerichtet  %u  werden.’  In  Expressionismus  (1914)  he  probes  the 
new  movement  and  interprets  its  theories.  Bahr’s  criticism  is  from 
the  first  impressionistic ;  that  is,  while  he  lays  down  laws  which 
he  argues  with  a  show  of  absolute  logic  and  often  with  subtlety, 
he  is  for  the  most  part  expressing  his  own  personality.  Compared 
with  academic  criticism,  in  which  close  concatenation  counts,  such 
personal  impressions  in  loose  essay  form  may  seem  erratic;  and 
Bahr,  particularly  in  his  later  collections  of  essays,2  may  ramble 
on  and  intersperse  irrelevant  matter;  giving  himself,  and  whatever 
of  his  subject  may  shine  through  himself,  his  critical  method  is 
lightly  selective  and  his  aim  is  readability.  His  ‘Protean  person¬ 
ality  or  ‘fluid  ego’  (to  use  terms  generally  applied  to  him)  fitted 
him  admirably  for  his  ceaseless  outpouring  of  such  easily  gliding 
and  soft  if  sinewy  critical  prose.  His  mind,  for  all  its  voracity  of 

Like  Des  Esseintes,  the  hero  of  A  rebours,  ‘ sur  le  chemin,  degrise,  seul, 
abommablement  lasse’. 

2  Wiener  Theater  (1899),  ReZensionen  (1903),  Glossen  (1907),  Das  Bilderbmh 
(1921).  J 
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experience,  was  not  strenuous :  all  that  he  wrote  has  the  stamp  of 
ease,  and  -  taken  en  masse  -  a  lack  of  depth;  what  gives  it  interest  is 
the  catholicity  of  his  friendships  and  his  capacity  of  appreciation 
of  all  styles  and  phases  of  literature  and  art.  On  his  Russian  travels 
he  discovered  Eleonora  Duse,  and  is  credited  with  having  made 
her  reputation.  In  Renaissance  (1897)  he  proclaimed  that  the  work 
of  Hofmannsthal  and  Schnitzler  heralded  a  new  era  in  art,  and  he 
introduced  to  fame  more  than  the  close  circle  (‘Jung  Wien’)  who 
gathered  round  him  to  listen  to  his  oracular  discourse  in  the  Cafe 
Griensteidl  in  Vienna,  where  he  settled  after  his  meteoric  appear¬ 
ance  in  Berlin.  His  plays  and  novels  are  difficult  to  characterize: 
they  would  have  to  be  classified  in  periods  corresponding  to  his 
chameleon-like  changes  from  Socialist  and  naturalist  to  impres¬ 
sionist  and  finally  to  a  Roman  Catholic  and  expressionist  with  the 
pose  of  a  reformer  of  ethics.  (He  of  all  people !  .  .  . )  His  natural¬ 
istic  dramas  have  historical  interest:  Die  neuen  Menscben  (1887)  is 
modelled  on  Ibsen,  and  with  its  revolutionary  hero  between  two 
women  is  in  some  sort  a  forerunner  of  Hauptmann’s  Einsame 
Menscben-,  his  Die  Mutter  (1891),  a  pendant  to  Strindberg’s  The 
Rather ,  shocked  even  the  naturalists  by  its  sexual  craziness.  In  the 
traditional  Viennese  style  of  popular  play  ( Volksstiicke )  are  his  Aus 
der  Vorstadt  (1893;  in  collaboration  with  Karlweis1),  Das  Tschaperl 
(1898),  Das  Fran^l  (1901).  There  is  Viennese  atmosphere,  too,  in 
his  Napoleon  drama,  Josephine  (1898),  and  Der  Krampus  (1901) 
conjures  up  the  colourful  grace  of  Maria  Theresa’s  days,  when 
Klopstock  was  the  rage.  Bahr’s  problem  plays  -  Der  Apostel,  1901 ; 
Der  Meister,  1903 ;  Sanna,  1905 ;  Der  arm e  Narr,  1905  (whose  hero 
has  Hugo  Wolf  for  model)  -  are  admittedly  weak.  Bahr  is  more 
in  his  element  when  he  handles  current  problems  in  the  comedy 
vein;  thus  Die  Kinder  (1910)  touches  the  problem  of  incest  and 
Das  Prin^ip  (1912)  disproves  the  theory  of  democratic  equality  by 
showing  what  follows  when  a  Tolstoyan  reformer  agrees  to  the 
engagement  of  his  son,  a  grammar-school  boy,  to  a  cook  whose 
billowing  bosom  has  revealed  woman  to  him  in  a  dance.  Bahr’s 
real  successes  were  his  comedies  -  or  better  farces.  Two,  which 
deal  with  conditions  on  the  stage,  are  not  without  venom:  Der 
Star  (1 899)  makes  game  of  actresses,  and  Diegelbe  Nachtigall  (1907), 
in  which  a  malicious  actor  foists  a  Hungarian  girl  on  a  manager 

1  (“Karl  Weiss,  1850-1901.)  He  wrote  good  Volksstiicke-.  Das  grobe  Hemd 
(1897),  Der  Heine  Mam  (1896). 
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as  a  Japanese  singer,  was  taken  to  be  a  hit  at  a  famous  producer. 
Musical  virtuosi  are  the  protagonists  of  Die  Andere  (1905),  with  its 
picture  of  the  dual  nature  of  Lida  Lind  the  violinist,  and  of  Bahr’s 
most  successful  play.  Das  Kon^ert  (1910),  a  rollicking  farce  in 
which  a  famous  pianist  is  pestered  by  his  pupils,  whom  he  refers 
to  as  * die  Ganse\  His  wife  is  aware  that  according  to  the  mood  of 
the  moment  he  selects  one  or  the  other  for  a  night’s  recreation  in 
his  cottage  in  the  forest ;  he  is  then,  officially,  called  away  to  give 
a  concert;  she  has  the  tolerance  of  a  wise  Viennese  lady,  and  in 
the  last  act  wins  him  back  by  going  with  the  husband  of  the  lady 
of  the  moment  to  the  forest  cottage  and  pretending  that  since  her 
companion  is  her  lover  a  double  exchange  is  the  obvious  way  out. 
There  is  too  much  of  the  fireworks  of  conversation  in  Das  Kon^ert, 
but  the  characterization  is  effective;  the  pianist  -  said  to  be  self¬ 
portraiture  (Bahr  boasted  of  his  success  with  women)  -  is  some¬ 
thing  of  a  stock  figure  (Wedekind’s  Kammersanger  is  the  same 
type),  but  he  has  little  ways  which  individualize  him;  the  wife, 
with  her  pretence  of  indifference  and  her  belief  that  an  artist  hus¬ 
band  is  a  child  and  to  be  treated  as  such,  is  an  effective  stage  role; 
and  quite  delightful  is  Eva,  one  of  the  pupils,  tailormade  in  snake 
fashion  {^neun^ehn  Jahre;  sehr  schlank ,  phantastisch ,  auf  S Mange  stili- 
siert  .  .  .  versuM  auf  alle  Weise  nervos  sMllern  ...’),  who,  just 
when  the  bad  boy  has  promised  to  reform,  arrives  at  the  cottage 
in  a  state  of  erotic  excitement.  The  curtain  rings  down  with  Eva 
in  the  hero’s  arms ;  she  is  telling  the  usual  tale  -  ‘Frau  von  Stein  und 
Goetbe\  c Seeleneinsamkeit\  etc. ;  this  philandering  is  second  nature, 
part  of  the  musician’s  business,  and  aids  publicity  (for  if  scandal 
ceases  he  is  classed  as  worn  out  in  body  and  music) ;  and  so, 
mechanically,  he  must  go  through  the  routine  movements  with 
Eva  fainting  in  his  arms  to  bliss.  And  with  his  wife  in  the  next 
room!  It  would  be  interesting  to  compare  Bahr’s  ironical  depic¬ 
tion  of  erotic  Viennese  women  in  Das  Kom^ert  -  as  also  in  Wiene- 
rinnen  (1900)  -  with  that  of  Schnitzler;  what  one  sees  at  a  glance 
is  that  with  Bahr  the  treatment  is  Don  Juanesque  and  jovial,  and 
with  Schnitzler  pathological  and,  under  the  cynical  surface,  sad. 
Bahr’s  novels  and  tales,  after  Die  gute  Schule ,  have  little  interest 
other  than  (where  the  originals  of  the  characters  were  recognized) 
scandalous  or  as  Austrain  aspects.  The  short  tales  of  Caph  (1894) 
are  in  Maupassant’s  manner.  After  his  return  to  the  Roman  Cath¬ 
olic  fold,  and  under  the  influence  of  expressionistic  ethics,  Bahr 
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planned  a  cycle  of  twelve  novels  which  were  to  establish  his  new 
conviction  that  society  must  be  transformed  and  that  real  life 
must  be  created  by  ‘real  men’.  In  Die  Rahl  (1908)  he  shocked 
Vienna  once  again :  a  famous  actress  whose  identity  was  guessed 
relieves  a  Jew  grammar-school  boy  in  one  night  of  love  of  his 
virginity.  Other  novels  of  the  series  (Drut,  1909;  0  Mensch  !  1910; 
Die  Rotte  Korah,1  1919)  further  reflect  Bahr’s  irresponsible  concep¬ 
tion  of  ‘real  life’.  Taken  all  in  all,  the  man  and  his  milieu  are  likely 
to  be  more  interesting  to  posterity  than  his  works and  in  that 
respect  his  Tagebucher  (1918),  in  which  his  expressionistic  phase  is 
recorded,  Das  Hermann  Bahr-Buch  (1913)  and  Selbstbildnis  (1923) 
will  serve  for  an  epitome. 

In  the  literary  cafes  of  Vienna  Bahr  shared  presidential  authority 
with  PETER  ALTENBERG  (1862-1918),  the  aphorist  among  the  im¬ 
pressionists.  His  genius  splits  into  fragments ;  and  perhaps  a  com¬ 
parison  to  diamond  splinters,  loosely  collected,  some  brilliantly 
polished  and  too  many  with  a  muddied  glitter,  would  be  a  fit 
description  of  his  work  (Wie  ich  es  sehe,  1896;  Aschantee ,  1897; 
Was  der  Tag  mir  ^ utragt ,  1900).  It  is  customary  to  classify  him  as  a 
‘Momentphotograph’ ;  and  his  best  pieces  are  indeed  instantaneous 
photographs  of  something  seen  -  Vienna  with  its  suburbs,  recol¬ 
lections  of  childhood,  delicately  pencilled  portraits  of  women 
(‘ ver^witterte  Weibschattenwesen’)  and  girls  (the  Wiener  Madl  above 
all),  cruelly  clean  sketches  of  predatory  men;  and  all  coloured  by 
shifting  moods.  Grotesquely  contradictory  is  the  self-portrait  of 
‘P.A.’  which  stands  out  from  these  fragments:  the  habitue  of 
Liter atencafes,2  where  he  sits  with  his  adoring  and  adored  harlots, 
the  poet  of  impromptus  and  apercus,  and  with  all  this  a  pose  of 
social  reformer  and  preacher  of  the  open-air  life,  controlled  diges¬ 
tion,  healthy  bodies.  Cynically  colloquial,  elegantly  vulgar,  pre¬ 
tentiously  personal,  ironically  impaling  the  cliches  of  journalism, 
he  is  unique  in  his  period,  though  historically  in  the  line  of  the 
French  moralistes  (but  what  a  moralist !)  and  of  Lichtenberg.  But, 
for  all  his  keen  observation  and  his  sense  of  rhythm,  he  fails, 
because  he  has  not  the  deadly  earnestness  of  the  true  moralists , 
whose  very  inspiration  is  pain  of  the  spirit,  while  Altenberg  s  pain 
is  that  of  the  invalid  poisoned  by  the  perverse  life  of  cities. 

1  Notable  for  its  discussion  of  the  problem  of  the  Jews. 

2  Such  a  presidential  poet  with  his  halo  of  harlots  in  his  Viennese  Stammcafe 
is  pictured  by  Werfel  in  Barbara. 
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Another  Viennese  aphorist  was  karl  kraus  (1874-1936),  a  Jew 
and  today  revered  in  Israel  as  one  of  the  laureates  of  the  race.  In 
his  day  he  was  feared  rather  than  loved,  for  he  lashed  about  him 
with  fine  effect  in  his  satirical  journal  Die  FacJkel ,  which  he  launched 
in  1899,  and  which  for  more  than  thirty  years  he  wrote  almost 
entirely  himself.  He  is  at  his  best  in  his  aphorisms,  which  are  col¬ 
lected  in  Spruche  und  Widerspruche  (1909)  and  Nachts  (1919).  He 
was  a  purist,  a  moralist,  and  an  out-and-out  conservative,  and  in 
this  he  ran  counter  to  the  trends  of  his  time.  His  fierce  fighting 
spirit  rings  out  in  his  essays:  Sittlichkeit  und  Kriminalitat  (1908), 
Die  chinesische  Mauer  (1910),  Weltgericht  (1919).  In  Der  Untergang  der 
Welt  durch  die  schwar^e  Magie  (1922)  he  pours  out  the  vials  of  his 
contempt  on  the  liberal  press.  He  was  nowhere  more  a  traditional¬ 
ist  than  in  his  fight  against  the  (as  he  saw  it)  progressive  deforma¬ 
tion  of  the  language  in  the  literature  of  the  new  schools ;  if  the 
language  is  corrupted,  he  said,  so  is  the  people.  This  scrupulous 
care  of  pure  form  makes  the  vast  body  of  his  verse  (Worfe  in 
Versen ,  9  vols.,  1916-30)  run  in  a  trodden  track;  there  is  more  that 
sticks  in  the  memory  in  Epigramme  (1927)  and  in  his  satirical  Zeit- 
strophen  (1931).  His  magnum  opus  is  the  monumental  drama  Die 
let^ten  Tage  der  Menschheit  (1919),  which  amounts  to  a  corrosive 
catalogueing  of  all  the  evils  of  the  time,  with  war  in  the  forefront 
and  the  trend  to  war;  World  War  II  is  seen  brewing  in  the  caul¬ 
drons  of  corruption  fed  by  evil  purpose.  Other  dramas  are  readable 
for  their  pungent  wit:  JL iteratur  oder  man  ivird  dock  da  sein  (1921), 
W olkenkuc kuc ksheim  (1923 ;  a  colloquially  Viennese  modernisation, 
with  its  sting  aimed  at  war,  of  the  Birds  of  Aristophanes).  Traum- 
theater  (1924)  and  Die  Unuberwindlichen  (1928)  hold  up  to  ridicule 
what  was  to  Kraus  the  new-fangled  craze  of  psycho-analysis .  His 
clarion  warning  reaches  its  culmination  in  Die  dritte  W alpurgisnacht 
(1952),  in  which  he  unfolds  the  perils  of  the  totalitarian  State. 

Up  to  1889  the  trend  of  thought  had  been  strongly  ‘social  demo¬ 
cratic’,  towards  the  masses.  August  Bebel1  and  Karl  Liebknecht  - 
both  associated  with  the  foundation  of  Die  freie  Volksbuhne  —  were 
forces  in  the  land.  In  1889  the  news  was  spread  that  Friedrich 
Nietzsche  was  mad,  and  his  ideas  began  to  be  discussed  in  all 
quarters.  A  reaction  set  in  towards  individualism ;  cthe  right  of  the 
strong  ,  the  will  to  power’,  ‘the  superman’  became  catchwords, 

1  P?e  Frau  und  der  Sosgalismus  (1883)  is  one  of  the  most  important 
handbooks  of  Socialism. 
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and  were  taken  over  as  ingredients  of  impressionism.  Armeleute- 
poesie  and  the  chapter  Vom  Gesindel  in  Nietzsche’s  Also  sprach 
Zarathustra  were  opposite  poles.  Nietzsche’s  ‘Es  gibt  ein  Leben,  an 
dem  kein  Gesindel  mittrinkf  is  what  the  new  poets  think  (p.  98). 

Friedrich  nietzsche  (1844-1900) was  a  Saxon  like  Lessing  and 
Wagner,  like  Lessing  a  parson’s  son,  and  like  Klopstock  a  pupil  of 
Schulpforta.  His  father  died  at  thirty-five  of  softening  of  the  brain. 
At  Bonn  he  was  a  pupil  of  Ritschl,  whom  he  followed  to  Leip- 
zig>  together  with  the  future  Sanscrit  scholar  Deussen  and  Erwin 
Rohde^  who  was  to  write  the  famous  history  of  Greek  fiction  ( Der 
griechische  Roman,  1876).  At  twenty-four,  before  he  had  taken  his 
doctor’s  examination,  he  was  called  to  Basel,  on  the  recommenda¬ 
tion  of  Ritschl,  as  professor  of  classical  philology.  From  Basel, 
where  he  was  the  colleague  of  Jakob  Burckhardt,  he  made  visits 
to  Tribschen  on  Lake  Lucerne,  where  his  great  friend  Wagner  was 
living  with  Cosima.  During  the  Franco-Prussian  War  he  served  as 
a  hospital  attendant,  and  fell  ill  with  dysentery  and  diphtheria. 
Owing  to  continued  illness  he  retired  from  his  professorship  in 
1879,  with  a  pension  of  3,000  francs,  from  which  he  managed  to 
save  sufficient  to  pay  for  the  publication  of  his  books.  These 
remained  practically  unnoticed  (‘beim  Verleger  begraben,  ste  verfaulen 
formlich ’,  he  wrote),  until  in  1888  Georg  Brandes  lectured  on  him 
in  Copenhagen.  In  the  same  year  Nietzsche  lost  his  reason.  His 
medical  sheet  at  Jena  bore  the  words :  T  866  sypbilitische  Ansteckung’ 

His  first  book,  Die  Geburt  der  Tragodie  aus  dem  Geiste  der  Mustk 
(1872)  -  attacked  immediately  by  Ulrich  von  Wilamowitz-Mollen- 
dorff1  but  defended  by  Erwin  Rohde  -  reads  strangely  m  the  light  of 
his  later  work :  it  is  passionately  reasoned  propaganda  for  Wagner’s 
‘music  drama’.  It  is  an  interesting  link  in  the  chain  of  aesthetic 
theories;  and  while  it  buttresses  Wagner’s  critical  writings  Das 
Kunstwerk  der  Zukunft  (1850),  Oper  and  Drama  (1851)  -  it  supple¬ 
ments  Schiller’s  classical  division,  in  Vber  naive  und  sentimentalucbe 
Dichtmg,  of  poetry  into  naiv  (i.e.  spontaneous)  and  sentimentalise. h 
(i.e.  reflective).  Schiller  had  defined  das  Naive  as  the  oneness  of 
mind  with  nature,  and  das  Sentimentalische  as  the  conflict  of  mind 
with  nature.  Nietzsche  derives  art  from  the  contest  between  Apollo 
and  Dionysus;  just  as  man  and  woman,  though  contrary  and  m 
constant  strife,  generate  humanity  by  a  periodic  reconciliation,  so 

*  One  of  the  most  famous  of  Greek  scholars.  He  had  been  a  fellow-pupil 

of  Nietzsche  at  Schulpforta. 
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the  union  of  apollimsch  and  dionysisch  generates  art.  Apollo  is  form 
plastic  art,  rationalism,  subjective  creation;  Dionysus  is  formless¬ 
ness,  music,  mysticism,  intoxication  creating  in  the  forgetfulness 
of  self  (S elbstvergessenheit  im  Rausche).  Art  fluctuates  between  two 
extremes  of  perfect  form  and  formlessness,  between  classical  archi¬ 
tecture  and  music,  between  fixed  and  unfixed.  Between  these  two 
extremes  -  the  two  worlds  of  intoxication  and  dream  {Rausch  und 
Traum )  -  there  is  an  ascending  gradation  in  music,  lyric  verse 
epic,  plastic  art,  architecture  towards  fixity  of  image  -  each  image 
{Ahhild)  being  an  Apolline  dream-shape,  or  the  will  to  existence 
as  phenomenon  of  what  is  in  the  world  beyond  sense  shapeless. 
Dream  shapes  that  which  is  shapeless  in  chaos;  the  Greek  gods 
themselves  are  dreamed  visions  of  pure  limbs  in  a  vaporous  void. 
This  dream  world  of  lovely  illusion  {der  schone  Schein )  is  limited, 
and  therefore  calm;  but  intoxication  is  limitless,  and  therefore 
orgiastic.  Judgment  is  calm,  but  ecstasy  is  drunken.  All  creation 
of  life  is  in  ecstasy;  what  is  not  created  in  ecstasy  is  without  life; 
life  can  only  come  of  life;  calmness,  even  ‘health’,  is  barren,  dead.1 
The  calm  shapers  of  vision  -  the  Apolline  or  subjective  poets  - 
scorn  Dionysiac  orgies  as  morbid;  little  they  know  how  livid  and 
ghastly  {leichenfarbig  und  gespenstisch )  their  ‘health’  looks  when  the 
glowing  life  of  Dionysiac  revellers  reels  past  them.  Apollo  is  raised 
above  nature,  not  one  with  nature;  but  nature  joins  the  mad  rout 
of  Dionysus :  panther  and  tiger  pace  under  his  yoke;  in  Dionysiac 
frenzy  man  is  one  again  with  nature,  he  dances  upwards  into  the 
air,  he  floats  on  enchanted  clouds  like  the  gods.  Apollo  is  the  artist 
with  measuring  mind  and  shaping  hands  -  shaping  an  idolon; 
Dionysus  drunk  is  more  than  ardst,  he  is  god,  he  is  art  itself;  his 
frenzy  of  rapture  creates  the  noblest  work  of  art  -  man  magnified 
and  panting  in  passion.  Now  these  two  opposite  ideals  of  Traum- 
kunst,  or  shaping  vision,  and  Rauschkmst,2  or  creation  in  ecstasy, 
are  united  in  the  ancient  Greek  tragedy,  which  springs  from  the 
chorus  of  satyrs;  for  in  Greek  tragedy  Apollo  shapes,  in  a  sym¬ 
bolic  vision,  the  oneness  with  nature  of  the  drunken  reveller. 
Music  is  the  highest  of  the  arts ;  for,  though  it  shapes  no  visions, 
it  expresses  that  ancient  pain  (Urscbmettp)  felt  by  man  when  by  the 

J  Niet2sche  has  no  inkling  of  Thomas  Mann’s  insistent  teaching  (the  bio¬ 
logical  fact)  that  creation  kills  the  creator;  that  creation,  while  the  highest 
manifestation  of  life,  is  also  the  beginning  of  the  death  of  life. 

2  Ideas  vital  for  the  intelligence  of  literature  after  1890. 
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process  of  becoming  man  he  was  wrenched  from  synthesis  with 
the  eternal.  Music  is  the  echo  thrilled  with  pain  of  a  lost  divine 
harmony.  And  therefore  the  nearer  to  music,  the  more  divine  is 
verse.  It  follows  that  lyric  verse  is  next  in  beauty  to  music;  though 
by  the  very  nature  of  lyric  verse  the  lyric  poet  sings  of  self,  he 
sings  his  intoxication  with  self,  and  is  therefore  Dionysiac.  (In 
illustration  one  might  say  that  Burns’s  poem  To  Mary  in  Heaven 
would  be  merely  local  gossip  if  it  were  not  an  echo  in  music  of 
the  Urschmer^f)  The  Volkslied  clings  in  close  imitation  to  music, 
and  is  thus  the  ideal  of  a  poem,  which  merely  expresses  what  in 
music  is  not  expressed.  The  epic  poet,  on  the  other  hand,  is  lost  in 
contemplation  of  images  or  shapes.  Music  symbolizes  the  universe 
(Musik  ist  Weltsymbolik).  As  Wagner  said,  civilization  is  eclipsed 
by  music  as  lamplight  is  by  the  sun’s  radiance.  Art  saves  man  from 
Buddha’s  denial  of  life;  in  utter  disgust  with  life  man  is  rescued 
from  the  horrible  by  the  sublime  and  from  the  absurd  by  comic 
laughter.  Greek  art  was  saved  by  the  chorus  of  satyrs.  To  the 
Greek  the  bearded  satyr  was  nature;  and  whereas  the  flute-playing 
shepherd  of  modem  pastorals  was  a  pretence  of  nature,  the  Greek 
satyr  was  true  man;  not  in  Gessner’s  Salonschdfer  but  in  Haupt¬ 
mann’s  Waldschrat,  Nietzsche  might  have  urged  if  he  had  read 
Die  versunkene  Glocke,  is  nature  real  and  redolent.  The  regeneration 
of  myth  which  was  the  inspiration  of  Greek  tragedy  was  killed  by 
Euripides,  with  his  explanatory  prologues,  and  by  Socrates,  that 
spinner  of  theories ;  stripped  by  logic  (or  rationalism)  of  music 
and  mysticism,  tragedy  dies.  But  in  German  music  (Wagner  is 
meant)  there  is  an  awakening  of  the  Dionysiac  spirit,  and  a  rebirth 
of  (German)  myth. 

Nietzsche  next,  in  1873,  launched  an  attack  on  David  Friedrich 
Strauss1  (1808-74)  (David  Strauss,  derBekenner  und  der  Schriftstelkr), 
whom  he  angrily  dismisses  as  a  ‘BildungsphilosopF,  that  is,  a  scholar 
who  does  not  seek  truth,  because  he  thinks  truth  has  already  been 
found  by  the  mighty  dead,  a  slave  of  barren  learning,  not  a  creator. 
His  next  work,  Vom  Nut^en  und  Nachteil  der  Historie  fur  das  Leben 
(1874),  continues  the  attack  on  contemporary  ideals  of  culture. 
The  study  of  history,  he  proclaims,  is  useless  unless  it  is  a  fertiliz¬ 
ing  process  creating  the  future:  history  studied  on  the  principle 
fat  veritas ,  pereat  vitcd  makes  man  passive,  retrospective,  a  living 

1  His  Der  alte  und  der  neue  Glaube,  which  has  been  called  DieBibel  desBildungs- 
philisiers ,  had  appeared  in  1872. 
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lexicon,  a  eunuch.  History  reduced  to  knowledge  has  lost  its  germs 
like  corn  ground  to  flour.  Thus  contemporary  culture  is  not  cul¬ 
ture,  but  a  knowledge  of  culture;  it  produces  scholars  and  Philis¬ 
tines,  but  not  men  who,  fighting  history  or  the  reality  round  them 
make  history.  Thus,  in  these  two  books  two  new  ideals  are  pro’ 
claimed:  a  new  culture  and  new  man.  These  two  books  were 
negative;  the  two next  Schopenhauer  als Er^ieher  (1874)  and  Richard 
Wagner  m  Bayreuth  (1876),  are  positive.  New  man  can  be  imbued 
with  the  new  culture  in  the  school  of  Schopenhauer,  and  in  Wag 
ner  s  operas  new  man  can  be  seen  realized.  The  four  works  men 
tioned  were  collected  under  the  title  Un^eitgemasse  Betrachtungen 
(1873-76):  un^eitgemdss  is  what  Schopenhauer  and  Warner  teach 
us  to  be,  that  is,  hostile  to  circumambient  reality,  to  the  time  we 
live  in;  they  were  men  who,  instead  of  bending  their  backs  to  the 
golden  calf  -  pseudo-culture,  a  scarecrow  hung  with  rags  -  wan 
dered  out  into  the  wilderness  and  feared  not  to  be  alone  Real 
culture  is  a  life-force  surging  from  the  heart  and  transforming  the 
whole  organism  into  a  perfect  unity. 

The  great  crisis  in  Nietzsche’s  life  was  bis  loss  of  faith  in  Waa- 
ner,  when  the  latter,  as  it  seemed  to  Nietzsche,  ‘collapsed  before 
the  Christian  cross’.  He  smashed  his  idol  in  DerFall  Wagner  (1888) 
His  Menschltches  Alkymenschliches  (1878),  published  as  his  health 
broke  for  good  bears  evidence  of  the  mental  storm  and  stress 
through  which  he  had  passed.  It  is,  like  all  Nietzsche’s  books 
written  after  this  crisis  in  his  life,  a  collection  of  aphorisms.1 
Nietzsche  here  shows  a  violent  reaction  against  current  literature, 
both  in  its  form  and  substance.  The  form  was  the  natural  outcome 
of  the  mode  of  composition.  Nietzsche,  doomed  to  death  but  with 
the  will  to  live,  lived  in  the  open  air  and  jotted  down  his  ideas  as 
they  came.  He  never  rounded  his  philosophy  into  a  system:  it 
remains  in  rudimentary  form,  aphorisms  shot  into  shape,  clear  by 
force  of  repetition  and  hammering  in,  but  not  logically  fitted  in 
section  by  section.  It  has  the  freshness  of  mountain  air  and  the 
poetry  of  surprise,  «s  of  sudden  vistas  opening  out  from  a  scaled 
height  ;  it  has  a  Biblical  familiarity  of  style  studded  with  Hebrew 
parallelisms  and  variation.  In  Un^eitgemdsse  Betrachtungen  there  had 

Kriegers^alles^ndere'hf'Torheit1^6^6  er^°^en  werc^en  unddas  Weib  ^urErhoIung 
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been  drastic  disillusionment ;  in  Menschlichesy  All^tmenschliches  even 
the  illusions  he  had  kept  have  gone.  There  are  two  kinds  of  poetry, 
we  are  told  now:  one  (for  mature  men)  is  quiet  and  harmonious, 
the  other  (for  women  and  children)  is  passionate  and  chaotic.  The 
ideal  poet  is  he  who  bodies  forth  types  of  the  future:  healthy,  glad 
and  beautiful  men.1  This  poet’s  landscape  is  bathed  in  the  light 
of  a  sun  which  lights  up  cobwebs  in  the  mystic  cave,  rends  the 
iridescent  dreams  of  the  romanticist,  and  shows  up  every  meta¬ 
physical  system  that  ever  was  as  a  mirage. 

From  Menschliches ,  Alk(umenschlichesy  from  Morgenrote  (i 88 1),  Die 
frohliche  Wissenschajt  (1882),  and  the  following  works  Nietzsche’s 
Weltanschauung  has  to  be  pieced  together  by  the  reader,  who  must 
disregard  contradictions :  seen  from  a  scaled  peak  boulders  flatten 
themselves  out  in  the  vast  sweep  of  the  slopes.  Science,  we  are 
told,  gives  insight  and  calls  for  nobler  natures  than  poetry  and 
music  -  these  are  leaves  falling  in  autumn,  the  swan-song  of  de¬ 
parting  things.  The  highest  state  of  the  soul  is  a  glad,  roguish 
seriousness ;  and  therefore  Socrates  was  wiser  than  Christ.  Men  of 
old  were  glad;  men  of  today  merely  shun  pain;  our  descendants 
must  be  like  our  forefathers,  and  for  this  'conscience’  and  the  idea 
of  'evil’  must  be  done  away  with.  The  prick  of  conscience  is  like 
a  dog’s  bite  in  a  stone;  it  is  silly;  the  will  is  not  free,  and  all  is 
necessary.  In  nature  there  are  no  contradictions,  only  grades  of 
difference.  There  is  no  basic  difference  between  good  and  evil. 
Man  must  cultivate  the  animal  he  is;  only  so  can  he  attain  the 
highest  development  of  his  whole  self.  The  hatred  of  our  human, 
that  is  of  our  animal  nature,  came  from  the  ascetic  ideal  of  suffer¬ 
ing,  which  is  the  will  to  annihilation  (Wille  *%um  Nichts),  because 
suffering  was  ascribed  to  guilt,  whereas  suffering  is  but  the  corol¬ 
lary  of  joy. 

Humanity  has  gone  backwards  since  Christianity  crossed  the 
world’s  threshold.  The  rebellion  of  slaves  against  ancient  philo¬ 
sophy  was  completed  by  Christianity,  which  enthroned  the  emo¬ 
tions  love,  fear,  hope,  and  faith.  Christianity  by  the  trick  of  love 
became  lyric  religion,  by  the  trick  of  'hell’  it  drew  the  timid  into 
its  fold.  Its  character  was  oriental  and  feminine;  it  identified  mis¬ 
fortune  and  guilt,  whereas  antiquity  was  familiar  with  the  idea  of 
free  and  guiltless  misfortune.  Christianity  brought  pity,  that  can- 

1  ‘Das  Zul  ist  der  starke  und  schone  Menschl  Richard  Wagner:  Die  Kmst  und 
die  Revolution  { 1849). 


9  ^  MODERN  G  E  R.  MAN  LITER  A  T  U  R  E 

ker  that  has  eaten  into  man’s  marrow.  Christianity’s  altruistic 
morality  -  love  thy  neighbour’  -  is  the  morality  of  L  helZ 
tt  has  ever  been  the  foe  of  the  strong,  the  lonely.  No  instinct  is  in 
itself  moral,  the  same  instinct  can  develop  (e.g.)  into  cowardice  os 
humility  -  and  submission  to  morality  is  not  moral.  It  may  be 
called  forth  by  slavishness  or  despair!  The  morality  of  the  slave 
is  not  the  morality  of  the  strong  man.  Morality,  in  its  quali  yTf 
obedience  to  prevailing  laws,  is  genetic  nonsense;  free  man  is 
genetically  immoral.  They  were  the  strong,  evil  spirits  that  lerl 

herd  U^ardS'  M°,rality  is  nothinS  more  tha*  the  instinct  of  !he 
herd.  There  must  be  a  new  adjustment  of  the  table  of  values  (eine 

U^ertung  aller  Werte).  But  for  that  a  new  man  is  needed  who  tn 
stand  like  a  giant  among  pygmies.  The  driving  force  in  history  is 
the  will  to  power  {der  Wille  Kur  Macht,  der  Machtrvilk ;  not  as  in 
Schopenhauer’s  system,  the  will  to  live)  in  individuals  as  in  nations 

,  A/S°  T«ch  Zarf^ra  (1883-85)  brings  into  relief  the  ideal 
figure  of  the  great  lonely  man  who  breaks  down  all  old  values  and 
replaces  them  by  new,  shows  the  steps  that  lead  up  to  the  super¬ 
man.  In  Also  sprach  Zarathustra  we  are  told  that  men  are  not  equal 
and  never  will  be,  and  the  ideal  to  strive  for  is  that  of  the  superman 

**  mC,arnat;on°fthe  Machhville ,  the  man  who  stands  beyond 
good  and  evil.  Also  sprach  Zarathustra  is  the  most  popukr  of 
Nietzsche  s  books,  probably  because  Zarathustra,  the  old  man  of 

the  15  a  Vmd  ldeallzatlon  of  Nietzsche  himself,  and  at 

rwTT  3  PrOSe'Poem  Wlth  oscular  utterances  that  sin* 
themselves  into  the  memory.  The  chanted  texts  have  the  pitiless 
fierceness  and  the  violent  images  of  the  Hebrew  prophets  f 

.  einBorndsr  Lust;  aberm  das  Gesindel  mittrinkt  da 

smd  die  Brunnen  vergiftet.  aa 

Allem  Reinlicben  bin  ich  hold •  aber  irh  „  •  j  , 

s.bn  „d  A,  Durst  dtrijnrt!  *  M“kr 

Sn  Vapm  ibr Aigt  binab  in  den  Brumal:  mm  gtttnrt  mir  ibr 
mdnges  Lacheln  herauf  aus  dem  Brunnen.  Verier 

liAh'  ^asserJ°aben  sie  ver&fM  mit  ihrer  Imiisternheit;  und  als 

Worte.  SChmUKW1  Tr"  Lust  nannten>  verglfteten  sie  auch  noch  die 

thCmain  thrCad  ofNiet2sche’s  argument, 

morah^v  bet'  ,  C°TSt  betWeen  two  contrary  ^as  of 
morahty,  between  the  morality  of  the  rulers  and  the  ruled  the 
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morality  of  masters  and  the  morality  of  slaves,1  the  former  charac¬ 
terized  by  the  definition  of  values  ‘good  -  bad5  {gut  -  schkchf ),  the 
latter  by  that  of  ‘good  -  evil5  {gut  -  hose).  Nietzsche  explains  the 
origin  and  definition  of  values  oi  these  two  moral  principles  in 
Jenseits  von  Gut  und  Bose  (1886),  Zur  Genealogie  der  Moral  (1887),  and 
Der  Antichrist  (1888).  The  highly-placed,  high-minded  man  looked 
upon  himself  and  his  actions  as  ‘good5,  that  is,  first-rate,  in  contra¬ 
diction  to  the  lowly-placed,  low-minded  man  and  his  actions :  by 
means  of  this  ‘pathos  of  distance’  he  created  values  and  the  names 
for  them.  This  is  the  origin  of  the  terms  ‘good  -  bad5.  [Nietzsche 
was  guided  by  somewhat  slippery  etymologies,  e.g.  the  fact  that 
schlicht{  =  plain)  and  schlecht  ( =  bad)  are  originally  the  same  word.] 
Slave  morality  had  a  different  origin.  A  chiasmus  of  equivalents 
therefore  arises : 


1.  Morality  of  master:  Good  bad 


2.  Slave  morality:  Good  evil 

That  is,  what  in  the  morality  of  masters  was  good  was  evil  in 
slave  morality.  To  the  slave  the  mighty  lord  is  ‘evil’,  i.e.  ‘evil5  to 
the  slave  is  ‘good5  to  the  lord.  The  masters  are  optimists,  the  slaves 
are  pessimists.  Slave  morality  was  spiritualized  and  refined  by 
priests,  for  the  caste  of  priests  were  weaklings,  and  it  was  in  their 
interest  to  turn  the  original  statement  of  values  upside  down.  The 
rebellion  began  with  the  Jews,  that  hate-filled  race  of  priests,  and 
the  function  of  Jews  in  history  was  continued  by  Christianity: 
Judaea  conquered  Rome.  The  ideal  of  antiquity  came  to  life  again 
at  the  Renaissance,  for  the  ideal  of  the  Renaissance  was  ‘virtu*  - 
that  is,  plenitude  of  power  exercised  with  no  qualms  of  con¬ 
science;  but  the  two  great  plebeian  revolutions,  the  German  and 
the  English  Reformation  first,  and  then  the  French  Revolution, 
tumbled  the  ruined  temples  of  antiquity  to  the  ground,  and  on  them 

1  The  idea  may  derive  from  Gobineau’s  Essai  sur  Finegaliti  des  races  humaines 
(1853-55),  in  which  this  French  Wagner  enthusiast  proclaims  the  superiority 
of  the  blond  Germans  over  other  races ;  he  divides  races  into  'mat ires'  and 
Usclaves'.  The  first  flush  of  Gobineau’s  vogue  in  Germany  was  due  to  Wagner, 
and  Ludwig  Schemann,  the  most  insistent  exponent  of  Gobineau’s  racial 
theory,  belonged  to  the  Wagner  Circle  at  Bayreuth.  From  here,  and  from 
Houston  Stewart  Chamberlain’s  Foundations  of  the  Nineteenth  Century ,  derives 
that  racial  doctrine  which  has  meant  so  much  in  Germany. 
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the  nineteenth  century  built  its  appalling  barracks  for  workmen 
The  ruling  element  in  Christianity  is  altruism.  It  makes  virtues 
of  weaknesses  and  brands  the  strong,  glad  man  as  a  criminal.  It 
glorifies  all  those  qualities  by  means  of  which  it  can  maintain  itself 
in  the  struggle  for  existence:  charity,  pity,  self-sacrifice.  An  ascetic 
ideal  which  is  hostile  to  life!  ‘Bad  conscience’  is  merely  the  sup¬ 
pressed  striving  for  freedom  of  an  enslaved  race;  the  instincts  they 
exercised  when  free  they  must  now,  as  slaves,  resist  and  brand  as 
evil.  This  race  of  ‘conscience’-stricken  slaves  devised  religious 
conceptions  of  sin  against  God;  they  conceive  God  as  the  extreme 
contrast  of  their  suppressed  but  still  stirring  instincts;  these  in¬ 
stincts  they  interpret  as  sin  against  God,  their  sufferings  they 
interpret  as  punishment  for  the  sins  with  which  they  identify  ‘bad 
conscience’.  It  was  religion’s  most  eventful  tour  de  force ;  it  was  the 
will  against  life,  against  the  body,  against  the  world,  against  beauty 
and  happiness.  And  therefore  away  with  ‘bad  conscience’  and  pity 
and  ascetic  ideas !  We  must  be  ‘good  Europeans’,  who  have  out¬ 
grown  Christianity.  Let  us  return  to  the  clear-cut  distinction  of 
good  (or  strong)  and  bad  (or  weak).  By  the  will  to  truth  we  shall 
find  the  way  to  the  other  side  of  good  and  evil,  till  the  first-born 
of  the  new  time  come,  the  new  Zarathustra,  the  blond  beast1  -  like 
the  dawn  over  the  sea.  Then,  in  the  new  Dionysiac  age  of  gladness, 
with  truth  realized,  the  division  into  lords  and  slaves  will  be  no 
more,  for  we  shall  all  have  crossed  the  bridges  from  ape  to  man 
and  from  man  to  superman.  Equality  will  have  been  reached,  not 
by  depressing  the  strong  and  proud,  but  by  elevating  the  weak 
and  humble.  Not  to  be  happy  in  Heaven,  to  be  happy  on  earth  is 
the  watchword  of  the  new  culture. 

GoPgendammerung  oder  wie  man  mit  dem  Hammer  philosophiert 
(printed  1888,  published  1895)  dates  the  decay  of  German  culture 
from  the  foundation  of  the  new  Reich  in  1871;  of  Socialists 
Nietzsche  says  here  that,  since  the  base  of  their  creed  is  Christian 
feeling,  their  ideal  of  free  men  is  illusory.  The  fevered  megalo¬ 
mania  of  Ecce  homo  (written  1888,  published  1908)  is  but  a  logical 
climax,  heightened  by  disease  and  the  lack  of  response,  of  what, 
after  all,  is  Nietzsche’s  most  vital  idea:  to  leave  all  and  magnify 
self  (^sich  %u  sich  selbst  verfiihren’). 

The  quintessence  of  Nietzsche’s  thinking  is  thus  seen  to  be  the 
permanent  elevation  of  the  type  man.  But  this  fiery  optimism, 
die  prachtvolle,  nach  Beute  und  Si  eg  lustern  schiveifende,  blonde  Bestiel 
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with  its  acceptance  of  life,  not  in  spite  of  suffering  but  because 
of  it,  is  chilled  by  one  philosophical  shudder:  the  doctrine  of 
eternal  recurrence  (die  ewige  Wiederkehry  die  Wiederkehr  des  Gleichen ), 
which  Nietzsche  substitutes  for  eternal  life  after  death:  the  num¬ 
ber  of  possibilities  is  limited,  but  time  is  unlimited;  everything, 
therefore,  must  repeat  itself,  and  therefore  man  must  inevitably 
follow  superman.  Logically  applied  this  doctrine  neutralizes  the 
doctrine  of  the  superman:  what  will  be,  has  been;  the  superman 
must  come  and  go  as  one  of  the  recurrent  possibilities  of  existence. 
Nietzsche  sought  to  make  this  conception  endurable  by  teaching 
that  we  should  live  in  such  a  way  that  we  would  gladly  live  again 
in  the  same  way.  Thus  we  will  eternity.  c  Vergiss  nicbi /  he  cries, 
cdass  du  fur  die  Ewigkeit  ban  deist!'  (One  might  of  course  argue  that 
voluptuaries,  criminals,  Christians,  and  happy  fools  may  wish  for 
a  recurrence  of  their  state.) 

It  has  often  been  said  of  Nietzsche  that  he  was  more  poet  than 
thinker,  and  by  his  own  confession  (( Man  schreiht  nun  im  Angesicht 
der  Poesie  gate  Pros  a'1')  he  cadenced  his  prose  to  the  rhythms  of 
verse.  Certain  it  is  that  the  cDionjsus-Dithjramberf  of  Zarathustra 
have,  as  much  or  more  than  Walt  Whitman’s  rolling  line,  gone  to 
the  making  of  the  free  rhythms  of  Amo  Holz,  Casar  Flaischlen, 
Alfred  Mombert,  and  others.  His  verse  in  traditional  form  (Ge- 
dichte  and  Spruche ,  1898)  has  been  overmuch  praised,  but  that  of  it 
which  is  unrhymed  has  the  suggestiveness  and  haunting  melody 
of  impressionist  poetry  at  its  best;  e.g. : 

VENEDIG 
An  der  Brucke  stand 
Jungs  t  ich  in  hrauner  Nacht . 

Fernher  ham  Gesang; 

Goldener  Tropfen  quolPs 
uher  die  eftternde  Fldche  weg. 

Gondeln ,  Eichter ,  Musik  - 

irunken  schwanmfs  in  die  Ddmmerung  hinaus  . . . 

Meine  Seele ,  ein  Saitenspiely 
sang  sich ,  unsichtbar  beruhrp 
heimlich  ein  Gondellied  da^uy 
iftternd  vor  hunter  Seligkeit, 

-  Horte  jemand  ihr  %u?  - 

1  Die  frbhliche  Wissenscbaft. 
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It  is  a  rhymed  poem,  however,  Das  trunkne  Died  from  Also  strach 
Zarathustra ,  which  is  most  quoted ;  and  here  the  rhymes  are  neces¬ 
sary,  for  they  echo  the  twelve  strokes  of  midnight: 

Oh  Mensch!  Gib  acht! 

Was  spricht  die  tiefe  Mitternacht? 

‘ Ich  schlief,  ich  schlief  -, 

Aus  tiefem  Traum  bin  ich  erwacht:  - 
Die  Welt  ist  tief, 

Und  tiefer  als  der  Tag  gedacht. 

Tief  ist  ihr  Weh  - 

Lust -tiefer  noch  als  Fierce  leid: 

Weh  spricht:  Vergeh! 

Dock  alle  Lust  will  Ewigkeit  — , 

-  will  tiefe ,  tiefe  EwigkeitT 


Out  of  -its  context  the  poem  is  cryptic.  Midnight  is  symbolical;  it 
stands  for  every  moment  which  is  between  the  past  and  the  future 
-  which  is  true  of  every  moment.  The  ‘deep  dream’  is  the  dark 
mysticism  of  religion.  cWeh’  is  the  pessimistic  conception  of  life 
which  seeks  Nirwana;  but  joy  knows  that  it  is  ever  mate  to  suffer¬ 
ing,  and  accepts  suffering  for  the  sake  of  eternity,  wills  the  eternal 
recurrence. 

Not  the  originality  of  Nietzsche’s  ideas  but  the  lyric  power  with 
which  he  makes  them  his  own  and  the  fact  that  they  constitute  a 
doctrine  directly  opposite  to  the  doctrines  of  Christianity  and 
democracy  explain  their  immense  influence  on  literature  after  1890 
Indeed  the  literal  originality  of  these  ideas,  which  have  passed  as 
more  or  less  commonplace  into  the  common  heritage  of  mankind, 
may  well  be  questioned.  Uber. mensch  as  a  word  has  been  traced  back 
to  1527,  was  a  favourite  with  Herder,  and  is  used  sarcastically  by 
Goethe  in  line  490  of  Faust  and  in  the  dedication  to  his  poems; 
and  its  doctrinal  significance  was  taught  in  ancient  Greece  by  the 
sophists.  Die  ewige  Wiederkehr  is  the  palingenesis  of  the  Pythagor¬ 
as*  Heraclitus,  and  the  Stoics,  and  is  originally  a  religious  tenet 
of  the  Babylonians.  Nietzsche’s  ethical  teaching  itself  finds  a  paral¬ 
lel  in  that  of  a  contemporary  philosopher  whose  writings  have 
good  literary  qualities  -  eugen  duhring1  (1833-1921),  who  bids 
man  cast  off  the  Jew-Christian  conception  of  life  as  slavery  and  to 


Lwn#  Sfche',  Llben  und Feinde  O882);  Wirkticbkeits- 

p  sophie  (1895);  Waffen,  Kapital  und  Arbeit  (1906);  Sosriale  Rettunz  (1001). 
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be  heroic  and  a  law  unto  himself.  Nietzsche’s  ‘good  European’  is 
Diihring’s  ‘modern  European’. 

One  might  sum  up  the  effects  of  Nietzscheanism  on  literature 
somewhat  as  follows : 

x .  The  cult  of  the  superman  appears  principally  in  the  glorifica¬ 
tion  of  Renaissance  characters;  that  is,  mostly  in  historical  plavs; 
and  here  there  is  continuity  from  Jakob  Burckhardt  and  Gobineau 
to  Conrad  Ferdinand  Meyer  and  Nietzsche  and  from  these  three 
Germans  to  impressionism.  But  the  qualities  of  the  R enaissance- 
mensch  (‘ Alenscb der  Daf ,  ‘'Taten/nensch’'')  may  be  transferred  to  modern 
characters,  with  the  main  aspects  of  licentious  egotism  and  ruth¬ 
lessness,  particularly  in  erotic  experience;  thus  Heinrich  Mann’s 
banker  Turkheimer  (1m  Schlaraffenland),  a  Genie  der  Tat  who  gathers 
artists  and  poets  round  him  in  materialistic  Berlin,  and  Dehmel’s 
superman,  who  immunizes  himself  from  pessimism  by  the  heroic 
gratification  of  his  impulses,  are  Nietzschean  derivatives.  In  this 
conception  of  the  HLenaissancemensch  as  jenseits  von  Gut  und  Bose 
and  wilfully  ‘wicked’1  the  impressionists  radically  misunderstood 
Nietzsche’s  idea  of  in  die  Tieje  steigen.  What  matters  to  the  literary 
critic,  however,  is  that  this  false  conception  served  as  inspiration. 
Another  source  of  impressionist  immoralism  was  Stendhal,  in 
whom  Nietzsche  had  delighted;  Heinrich  Mann,  for  instance, 
lauds  Stendhal  as  ‘the  prophet  of  energy’. 

2.  Decadent  individualism  leans  on  Nietzsche  to  justify  its  wor¬ 
ship  of  the  morbid  ego.  The  text  for  this  heroization  of  self-con¬ 
tempt  may  be  found  variously  in  Nietzsche:  e.g.  Was  ist  das 
Grosste,  das  ihr  erleben  konnt ?  Das  ist  die  Stunde  der  grossen  Verachtung. 
Die  Stunde  in  der  euch  auch  euer  Gluck  vym  Ekel  wird  und  ebenso  cure 
Vermmft  und  eure  Tugend .  .  .  Was  liegt  an  meiner  Tugend?  Noch  hat  sie 
mich  nicht  rasen  gemachtd  {Also  sprach  Zarathustra.)  This,  of  course, 
is  a  poor  excuse  for  das  rasende  Deben  of  impressionists  and  expres¬ 
sionists;  but  it  does  provide  a  holy  text.  Stefan  George’s  Algabal 
or  any  satanistic  hero  of  Heinrich  Mann  is  intelligible  as  a  syn¬ 
thesis  of  Nietzsche  and  Baudelaire.  The  Neronism  or  Narcissism 
of  Stefan  George  -  worship  of  self  as  individual  -  is  also  such  a 
synthesis.  This  Narcissism  derives  also  from  the  works  of  Maurice 

1  Actually  Nietzsche  denied  the  moral  values  of  his  day  as  contrary  to 
nature;  his  aim  was  to  emancipate  them  by  making  ‘nature"  and  ‘morality" 
equivalent;  the  result  would  logically  be  ‘natural  immorality’  or  what  he 
himself  termed  ‘moral  naturalism". 
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Barres  (three  of  his  novels  have  the  collective  title  of  De  culte  du 
moi),  who  was  himself  influenced  by  Nietzsche.  Barres  is  definitely 
decadent  in  his  doctrine  that  the  full  life  is  achieved  by  the  stimu¬ 
lation  of  the  senses1 :  love  of  self,  he  teaches,  leads  to  the  perfec¬ 
tion  of  all  our  faculties  of  sensation,  by  which  we  comprehend  and 
possess  the  universe;  man  is  the  sum  of  his  sensations,  and  the 
more  intense  these  are  the  more  complete  is  the  man.2 

3.  The  theory  of  Rauschknnst,  which  is  the  base  of  expres¬ 
sionism.  ^ 

The  Renaissance  dramas  begin  already  in  the  naturalistic  period 
with  Carl  Bleibtreu’s  Der  Damon  (1887),  of  which  Caesar  Borgia  is 
the  hero.  Schnitzler’s  Der  Schleier  der  Beatrice  transfigures  the  hectic 
loving  of  the  cinquecento-,  Rudolf  Herzog’s  Die  Condottieri  (1905) 
was  the  greatest  stage  success  among  such  plays.  The  Tatenmensch 
does  his  damnedest  in  a  cycle  of  dramas,  including  a  Cdsar  Borgia 
by  WILHELM  weigand  (1862-1949),  who  groups  them  under  the 
title  of  Renaissance  (1897-1909).  Weigand  is  influenced  by  Gobi- 
neau’s  dialogues  Da  Renaissance  (1877)  and  by  Stendhal.  In  his 
Savonarola  he  contrasts  -  as  does  Thomas  Mann  in  Fioremra  - 
Christian  and  Renaissance  ideals.  [Lenau’s  long  poem  Savonarola 
(1837)  remains  the  classical  depiction,  in  spite  of  its  Christian 
morality.]  Loren^ino  is  too  much  of  a  copy  of  de  Musset’s  Doren- 
Xaccio.  Weigand  is  too  saturated  with  French  culture  to  be  a  true 
impressionist;  he  strives  for  perfection  of  form,  as  in  his  verse 
( Gedichte ,  Auswabl,  1904)  and  for  clarity,  as  in  his  Essays  (1891) 
and  Das  Elend  der  Kritik  (1895).  His  Friedrich  Nietzsche  (1893)  was 
one  of  the  first  appreciations  of  the  master.  His  best-known  novel, 
Die  Frankentaler  (1889),  reproduces  with  gentle  irony  the  life  of  a 
small  town  in  his  native  Franconia;  in  the  humour  of  his  short 


VeU%>  afcuelll!S  *ous  frissons  de  Banners’  [Un  homme  libre  (1889),  which 
Hermann  Bahr  hailed  as  das  grosste  Buch  des  Jahrhunderts’]. 

Conra^TWT  S  1?A/r°f  th>6  suPefn2an  may  of  course  be  interpreted,  as  may 
Conrad  Ferdinand  Meyer’s  cult  of  the  Kenaissancemensch,  as  the  worship  of 
contraries.  Arthur  Moeller-Bruck  ( Die  moderne  Uteratur,  p.  46),  though  he 

mufirtftr  N/efCkJ-TiS  hlm  aS  2  decadent:  ‘Nietzsches  ganger  Individualis- 
musist  schlzessluh  nur  die  Kehrseite  semer  personlichen  Hilflosigkeit  dem  Leben gegen- 

j  '  ' '  D  aS  Gtfabl  des  Allem-Sems,  der  Vereinsamung  steigerte  sich  mehr  und  mehr 
fns&stossener  sein  .  .  .  Immer  war  Nietzsche  der  Kranke, 
pTrrtLhE  t  Schwache .  die  Befriedigung  seiner  Geluste  verbot;  wie  keine  andere 
Personhchkeit  unserer  Zezt  tllustnert  er  ms  den  Begriff:  Dekadent.’  This  is  pretty 

”AiJkraS  wnn  S  ?1CtU?  °f  the  artist  Dehmel>  the  other  hand]  who 
h  d  ,h  Physlcal  strength  to  do  what  C.  F.  Meyer  and  Nietzsche  could  not  do 
-  and  who  escaped  syphilis  -  was  not  a  decadent. 
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stories,  Michael  Schonherrs  Diebesfruhling  (1904)  and  Der  Messias- 
%uchter  (1906),  there  is  entertaining  literary  satire  and  something 
of  Gottfried  Keller’s  spirit. 

One  striking  feature  of  the  naturalists’  campaign  for  a  regener¬ 
ated  literature  was  that  they  gave  full  acknowledgment  to  two 
poets  of  the  older  generation,  both  former  officers  —  martin  greif 
(1839-1911)  and  HEINRICH  VON  REDER  (1824-1909).  Both  contri¬ 
buted  to  Die  Gesellschaft.  In  Heinrich  von  Reder’s  poems  ( 'Feder - 
\eichnmgen ,  1885 ;  Djrisches  Ski^enbuch,  1893),  particularly  in  the 
vignettes  of  hunting  experiences,  there  is  a  realistic  element,  but 
what  seemed  to  bring  them  close  to  the  new  ideals  for  verse  was 
the  hinted  secondary  meaning,  the  symbol  of  human  sorrow  in 
the  aspect  of  nature  presented,  or  in  the  fate  of  bird  or  beast;  and 
it  is  just  this  flash  of  vision  together  with  a  gem-like  perfection  of 
form  which  still  delights  in  the  verse  (* Gedichte ,  1868;  final  edition 
1895 ;  JNeue  Die  der  und  Mdren,  1902)  of  Martin  Greif,  as  in  his  Der 
Geworbene ,  a  wistful  epitome  of  what  it  means  to  be  a  soldier : 

Sie  gruben  einen  Soldaten  ein , 
sie  trommelten ,  prdsen  tier  ten, 
sie  schossen  ihm  ins  Grab  hinein , 
die  Degen  salutierten : 

‘Deb  rrohl,  Kamrady  kb  wohlP 

Und  wie  ihm  nach  die  Trommel  schluv 
dem  Kriegsmann  in  der  Erden , 
da  schwur  der  Knob ,  der* s  Kreu% 1  ihm  trug. > 
auch  ein  Soldat  werden : 

‘  Wohlan,  0  Knob,  w oh lan!* 

What  touches  the  heart  here  is  the  contrast  -  not  expressed  but 
hovering  in  the  air  so  to  speak  -  of  the  chorister  solemnly  bearing 
his  Cross,  the  ceremonial  of  church  and  army,  the  nation’s  need  of 
the  boy’s  desire  and  the  pathos  of  it.  And  all  this  human  feeling 
expressed  with  no  pretence  of  poignancy  -  rather  with  an  old 
soldier’s  weathered  hardness  -  informs  the  lyrics  of  a  book  'which 
shocked  and  delighted  (much  as  Kipling’s  Barrack-Room  Ballads 
did  in  their  day  in  England)  the  few  who  read  it  (23  copies  were 
sold  in  two  years!)  -  the  Adjutantenritte  (1883)  of  Freiherr  betlev 
von  lilien cron  (1844-1909).  Born  (as  a  Danish  subject)  at  Kiel, 
he  belonged  to  an  ancient  stock  of  barons,  whose  rich  estates  had 
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passed  from  them  because  the  poet’s  grandfather  had  married  a 
peasant  girl  .Detlev  served  as  a  Prussian  officer,  and  was  wounded 
in  both  the  Austrian  and  the  French  wars ;  was  discharged  ‘Wunden 
und  Schulden  halber ’;  taught  music  and  painted  walls  in  America- 
returned  and  was  employed  by  the  government  in  administrative 
work  by  his  native  dikes  (Hardesvogt  on  the  lonely  North  Sea 
island  of  Pellworm,  Kirchspielvogt  at  Kellinghusen) ;  lived  very 
penunously  on  his  literary  earnings  at  Munich  and  then  at  or  near 
Altona.  The  small  pension  the  Kaiser  was  persuaded  to  give  him 
as  the  century  turned  helped  him  no  more  than  what  he  earned  by 
reciting  his  poetry  -  and  this  particularly  went  against  the  grain- 
T>on  t  come  to  my  recitation,’  he  implores  a  friend,  £it  nearly 
makes  me  sick  .  .  .  And  then  people  stare  at  me!  Ghastly!’  This 
pride  of  race  and  training  allied  with  genuine  bonhomie  and  readi¬ 
ness  to  rub  shoulders  with  the  roughest  people  and  his  openly 
expressed  disgust  with  literature  as  a  profession  give  him  a  place 
apart  from  the  class-proud  poets  he  frequented.  He  was  a  Bohem¬ 
ian,  but  still  an  aristocrat.  There  is  naturalism  enough  in  his  work 
but  it  is  rather  the  outrightness  of  a  blunt  soldier  or  the  free-and- 
easy  racmess  of  a  hunting  gentleman,  not  a  programmatic  choice 
Adjutantenritte  revealed  him  as  one  of  the  new  characters  which 
NLodeme  Dichtercharaktere  were  calling  for  to  create  the  new  verse- 
and  the  new  leader  was  found  far  from  all  cenacles ,  absolutely  un¬ 
conscious  of  iconoclast  theory,  creating  the  new  style  out  of  the 
res  ess  of  his  originality.  The  date  of  Adjutantenritte  is  actually 
a  year  before  that  of  Moderne  Dichtercharaktere-,  and  the  strange 
t  mg  is  that  these  poems  by  virtue  of  their  double  sense  of  sym- 
bolism  -  Lihencron  is  fond  of  a  quizzical  glance  at  death  or  of  a 
lighthearted  but  penetrating  reference  to  man’s  mutability  in  the 
permanence  of  nature  -  point  forward  beyond  the  short  fashion  of 
naturalism  to  the  succeeding  school  of  impressionism.  There  are 
a  so  in  is  work  generally  the  elements  of  Heimatkunst.  Holsatia  non 
cantat  was  an  old  saying;  but  Detlev  von  Liliencron  is  yet  another 
in  t  e  ist  (  ebbel,  Klaus  Groth,  Theodor  Storm)  of  poets  of  the 
hrst  rank  born  and  reared  in  Schleswig-Holstein;  and  he  closely 
o  ows  eo  or  Storm  (as  Timm  Kroger  and  Gustav  Frenssen 
o  ow  im)  as  a  delineator  of  his  native  province;  the  virile  mar¬ 
tial  note  which  the  title  of  his  first  volume  announces  is  doubled 
and  relieved  by  the  most  vivid  descriptions  of  Marsch  and  Geest, 
ot  the  leagues  of  rolling  heather  by  oozy  mud-flats  (Watten)  bared 
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by  the  ebb  of  the  tide  on  the  coast  of  Holstein.  His  love  of  soldier¬ 
ing  comes  out  in  poem  after  poem;  typical  are  Kleine  Ballade  or  Die 
Musik  kommt ,  which  quaintly  pictures  the  passage  through  a  village 
street  of  a  regiment  of  soldiers  with  the  band  going  on  before  and 
all  the  girls  gazing  at  the  haughty  captain  and  the  rosy-faced  lieu¬ 
tenants.  There  is  a  deeper  note  in  certain  lyrics  which  show  the 
sadder  side  of  soldiering  (Tod  in  Ahren  and  above  all  Wer  weiss  wo?). 
Improvisator  and  academically  unschooled  as  he  is,  he  is  a  master 
of  rhymecraft  and  of  certain  stanza  forms,  certainly  of  the  St\iliane; 
nothing  indeed  would  represent  him  better  here  (for  crass  realism, 
humour  and  irony,  hinted  meaning,  and  perfect  construction) 
than  such  a  Si^iliane,  which  has,  moreover,  the  fascination  of  a 
Dutch  genre-painting : 

DIE  INSEL  DER.  GLUCKLICHEN 

Das  Hdngelampchen  qualmt  im  warmen  Stalky 
In  dew  behaglich  sicb  eQvei  Kuhe  fuhlen. 

Der  Hahn,  die  Hennen,  urn  den  Spross  die  Kralle , 

Trdumen  vom  wunderbaren  Dungerwilhlen . 

Der  Junge  pfeift  auf  einer  Hosenscbnalle 
Dew  Bruderchen  ein  Lied  wit  Zartgefuhlen. 

Und  Knaben ,  Kuhe,  Hubner  lassen  alle 
Getrost  den  Strom  der  Welt  voruberspulen . 

In  the  volumes  of  verse  that  followed1  there  is  no  development 
except  that  the  form  grows  both  more  supple  and  mannered. 

In  the  historical  panorama  of  German  verse  Liliencron  stands 
out  as  one  of  the  most  significant  poets.  Intellectually  his  range  is 
low;  that  is,  he  was  no  thinker.  But  he  makes  history  by  his  style. 
This  marks  an  advance  or  a  new  direction  in  two  main  aspects. 
Firstly,  he  flouts  poetic  diction.  He  accomplishes  the  reform  -  an 
abandonment  of  traditional  artificiality  in  favour  of  a  language 
new-coined  to  pass  current  in  a  new,  less  idealistic  life  -  for  which 
Conradi  and  his  merry  men  had  been  clamouring;  but  whereas 
they  had  despite  their  theories  carried  on  with  the  old  style  of 
language  Liliencron  renews  the  language  of  verse  without  pre¬ 
meditation  by  the  mere  trick  of  abolishing  such  devices  as  the 
Dichter-e  (. spielet  for  spielt ),  and  above  all  by  admitting  as  poetically 

1  Gedichie  (1889);  Der  Hat  deganger  und  andere  Gedichte  (1890);  Neue  Gedichie 
(1891).  These  collections  are  reprinted  in  Kampf  und  Spiel e  (1897),  Kdmpfe  und 
Ziele  (1897),  Nebel  und  Sonne  (1900),  Bunie  Beuie  (1903). 
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effective  words  from  everyday  life  (such  as  Bureau ,  Zigaretten,  Ein- 
glas )  previously  regarded  as  too  tawdry  for  the  purpose.  The  second 
main  element  of  his  style  is  what  is  now  interpreted  as  impression¬ 
ism:  Liliencron  gives,  not  (like  the  naturalists)  a  drab  section  of  a 
continuous  state,  but  momentary,  very  vivid  impressions  of  some¬ 
thing  unusual,  or  a  series  of  such  impressions  with  everything 
unnecessary  eliminated.  The  difference  is  that  between  a  photo¬ 
graph  and  a  film;  the  naturalists  freeze  life,  Liliencron  shows  it  in 
flashes  of  movement.  This  verbal  magic  is  enhanced  by  other 
qualities,  above  all  by  his  delightful  rough  humour,  which  may 
come  out  in  a  juggling  with  words  ( Tigert  er  auf  dich  heraus,  \  Tat f 
ihn !  wie  die  Kat%  die  Maus ),  or  in  a  startling  pretence  of  coarseness 
(Das  war  der  KonigRagnar,  \  Der  lebtefromm  undfrei.  \Er  tmggepichte 
Hosen ,  |  Wie  seine  Eeichtmatrosen ,  |  Die  rochen  nicht  nach  Rosen,  |  Das 
war  ihn  einerlei)-,  he  is  a  master,  too,  of  sound-painting  (die  Quelle 
klungklingklangt )  and  of  metaphor  (Ein  Wasser  schwat^t  sich  selig 
durchs  Gelande;  Es  schleicht  die  Sommernacht  auf  Katyenpfoteri).  His 
ballads,1  mostly  in  the  old  pattern  of  rough  quatrains,  are  best 
where  they  deal  with  historical  episodes  of  his  native  province; 
savage  frays  and  stark  revenge  is  their  theme.  They  may  not  pull 
at  the  heart-strings,  as  the  best  ballads  do,  but  they  have  that  fierce 
delight  in  fighting  for  its  own  sake  which  is  the  oldest  element  of 
German  poetry.  Liliencron’ s  waywardness  unshapes  but  lends  a 
charm  to  his  higgledy-piggledy  epic  (‘ kunterbuntes  Epos’ )  Poggfred 
(1896-1908),  in  the  style  and  stanza  of  Byron’s  Don  Juan  slowed 
down  in  the  more  serious  parts  by  ter^a  rirna.  The  title  is  Low 
German  for  ‘frog’s  peace’,  a  pious  fiction  for  the  poet’s  country 
mansion  (more  likely  his  abode  at  the  time  of  composition  was  in 
plain  lodgings  at  Altona) ;  the  poem  is  a  panorama  of  the  memories 
and  fancies  of  the  poet’s  life  shaped  as  humorous  episodes  or 
allegorical  visions. 

Of  Liliencron’s  prose  there  is  little  to  say,  but  more  than  of  his 
dramas,  which  are  unreadable.  His  novels2  are  written  anyhow, 
and  apart  from  his  Kriegsnovellen  (1894),  which  often  have  the  literal 
truth  of  experience,  even  his  short  stories  are  negligible;  the  mass 
of  them  (Aus  Marsch  und  Geest,  Konige  undBauern ,  Roggen  und  Wehpti', 
all  1 900)  have  too  much  of  the  swagger  of  his  famous  poem  Bruder 

1  Collected  in  Balladenchronik  (1906). 

2  Breide  Lhimmelsbuttel  (1886);  Der  Macen  (1890)5  Mit  dem  linken  E/Ibogen 
(1899);  Leben  und  Luge  (1908;  with  biographical  interest). 
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Liederlich :  the  bold  bad  baron  comes  and  conquers  some  delightful 
female  or  other  (peasant  wench  or  princess  is  all  the  same)  -  and 
departs. 

Liliencron  and  his  immediate  followers,  such  as  Gustav  Falke 
and  Otto  Julius  Bierbaum,  were  entirely  German  in  tradition;  that 
is,  in  essentials  their  verse  continues  native  styles  -  in  particular 
the  Volksliedy  Heine,  Theodor  Storm,  Conrad  Ferdinand  Meyer. 
Even  their  Tree  rhythms’  -  e.g.  Liliencron’s  famous  rendering  of 
the  last  stages  of  maudlin  intoxication,  Betnmken  -  are  in  the  tra¬ 
dition  of  Heine’s  North  Sea  poems,  and  owe  nothing  to  French 
vers  libres.  gustav  falke  (1853-1916)  was  a  music  teacher,  and  the 
influence  of  popular  songs  and  of  strict  musical  rhythm  count  for 
much  in  his  regular  technique.  He  was  bom  in  Liibeck  and  settled 
in  Hamburg,  and  was  thus  geographically  close  to  the  Schleswig- 
Holstein  group  of  poets,  but  the  local  colouring  in  his  verse1  is 
scant;  what  does  distinguish  his  poetry  -  after  the  elegiac  playing 
with  conceptions  of  death  in  his  first  volume  and  futile  attempts 
to  strike  the  bold  erotic  note  in  the  fashion  of  his  entourage  -  is 
gentle  praise  of  the  domestic  idyll,  as  in  Aus  dem  Takt.  In  this 
poem,  as  in  others,  poignant  expression  is  given  to  Falke’s  physical 
inability  -  as  a  hopelessly  decent  man  so  to  speak  -  to  launch  out 
into  the  lyric  libertinage  of  Liliencron  and  Bierbaum  and  the  sexual 
revolt  of  Dehmel ;  and  there  is  always  an  undertone  of  disappoint¬ 
ment  in  his  acceptance  of  old-fashioned  feeling  and  his  idealization 
of  hearth  and  home.  Kesignationspoesie  !  like  that  of  Theodor  Storm; 
but  resignation  brings  peace,  and  after  the  defiant  Nietzschean 
assertion  of  the  rights  of  personality  in  the  verse  of  his  neighbours 
to  read  Falke  satisfies  some  atavistic  feeling  and  cleanses  the  mind. 
This  spinner  of  quiet  dreams  finds  the  very  stuff  of  poetry  in 
evening  slippers  and  flickering  firelight  (Der  Dichter). 

It  was  the  reading  of  Liliencron’s  work  which  stimulated  Falke 
to  try  his  hand  in  verse.  Liliencron  encouraged  him  and,  so  to 
speak,  launched  him,  and  they  remained  close  friends.  Liliencron’s 
friendship  with  another  poet,  richard  dehmel  (1863-1920),  was 
as  close  as  that  of  Goethe  with  Schiller;  and  in  later  life,  when 
Dehmel  had  left  Berlin  to  settle  in  Blankenese,  they  were  neigh¬ 
bours  and  allies  in  their  war  on  literary  and  moral  philistinism. 

1  Mynheer  der  Tod  (1891);  Tan%  mid  Andacht  (1893);  Zwtschen  \ iwei  Ndchten 
(1894) ;  Neue  Fahrt  (1897);  Mit  dem  Feben  (1899);  Hohe  Sommertage  (1902); 
Frohe  Fracht  (iqo  1). 
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In  Liliencron  and  Dehmel  the  familiar  contrast  of  Goethe  and 
Schiller  as  naive  and  sentimental  is  seen  again.  Liliencron’s  verse 
was  spontaneous,  Dehmel’s  was  wedded  to  thought,  sometimes 
tortured;  his  poems,  he  himself  says,  ‘voll^iehen  sich  aus  Gefuhlen  I 
Dle  den gan^en  Menschen  aufwiihlen .n  In  another  image  Dehmel  com¬ 
pared  himself  to  an  eagle  rising  heavily,  but,  once  risen,  floating 
freely;  and  the  image  adequately  indicates  the  majestic  sweep  of 
his  verse  at  its  best.  Liliencron’s  verse  is  sensuous,  that  is,  it  gives 
impressions  of  reality  through  the  senses;  Dehmel’s  verse" is  ideal¬ 
istic,  that  is,  concerned  with  ideals  or  ideas  -  his  poetry  registers 
the  processes  of  his  thought  probing  his  conception  of  the  uni¬ 
verse.  It  is  nevertheless  a  question  whether  Dehmel’s  verse  taken 
as  a  whole  should  be  classed  as  Gedankenpoesie;  his  best  lyrics  - 
and  when  time  has  done  its  sifting  one  suspects  that  nothing  will 
remain  of  him  but  a  slender  volume  of  lyrics  which  will  be  reck¬ 
oned  with  the  very  best  in  the  German  language  —  are  poems  of 
experience  (. Erlebnisgedicbte ),  whose  rhythm  and  imagery  are  borne 
along  on  waves  of  intense  emotion.  His  definition  of  rhythm  (in 
Lscentza  Poeftca,  one  of  the  disquisitions  of  Be  track  tungen)  as  an 
undulation  of  vital  energy,  every  stress  being  the  crest  of  a  wave 
of  emotion  and  the  rhythm  pulsing  with  the  tide  of  it,  admirably 
fits  his  own  lyric  passion;  on  analysis  it  would  be  found  that  the 
rush  of  feeling  -  practically  always  sexual  excitation  -  comes  first, 
and  that  in  the  shaping  of  the  feeling  the  idea  is  called  in.  The 
result  is  that  the  verse,  though  philosophical  (and  it  is  the  startling 
nature  of  the  philosophy  throbbed  into  the  passion  of  the  lines 
which  gives  Dehmel  his  special  place  in  the  history  of  poetry),  is 
not  in  the  strict  sense  reflective  or  cerebral. 

Like  Falke,  Dehmel  was  a  Hamburg  man  by  adoption,  but  his 
landscapes  too  are  not  those  of  Hamburg.  Dehmel’s  landscape  is 
that  of  the  Spreewald  where  he  was  born:  reed-rimmed  or  willow- 
fringed  lakes  or  rivers,  dark  pine  forests  roaring  in  the  wind 
sandy  heaths  blue  with  heather  yellowing  fields  of  lupin.  He  chose 
Blankenese  because,  on  the  pine-hung  uplands  by  the  Elbe,  he 
thought  the  scenery  came  near  to  that  of  his  homeland;  but  where 
his  verse  landscapes  are  most  vivid  (e.g.  Lied  an  meinen  Sohn)  there 
is  no  doubt  that  they  are  the  scenery  his  boyhood  knew.  He  was 
born  at  Hermsdorf,  in  the  heart  of  forests  of  which  his  father  was 
ranger  ( Revierforster ).  When  he  was  six  years  old  his  father  moved 
1  Denk^ettel  (. Erldsungen ). 
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to  Kremmen  near  by,  and  was  ranger  of  the  town  forest  there.  It 
would  be  wrong  to  say  that  DehmePs  upbringing  in  these  forests 
of  the  March  of  Brandenburg  gives  the  individual  note  to  his 
poetry;  he  is  definitely  an  urban  poet.  But  the  Spreewald  scenery 
serves  again  and  again  as  background,  or  as  contrast,  or  for  ima¬ 
gery;  it  has  even  been  seriously  suggested  that  the  belling  of 
rutting  stags  rings  out  in  the  sexual  fury  of  his  most  characteristic 
verse.  Whether  there  is  any  justification  in  the  familiar  interpre¬ 
tation  of  his  poetic  manner  as  Prussian  Schrecklichkeit  controlling 
Slav  hysteria  is  dubious ;  the  cast  of  his  features  was  admittedly 
Slav  (in  Zwei  Menschen  Lea  speaks  to  Lux  -  that  is  Dehmel  -  of 
his  'Russian  face5),  and  his  birthplace  lies  in  what  was  a  Slav 
enclave ;  but  (in  Kultur  und  Rasse,  one  of  the  essays  of  Betrachtungen) 
he  claims  to  be  a  ‘waschechter  Deutscher\  though  he  admits  that  his 
stock  was  Silesian  on  the  paternal  side  and  that  there  is  a  Slav  ring 
in  the  name  Tschorsch  which  some  of  his  ancestors  bore.  The 
hysteria  is  biographically  authenticated :  as  a  boy  home  from  school 
he  fell  from  a  horizontal  bar  while  practising  gymnastics  and  had 
concussion  of  the  brain,  and  as  a  result  suffered  from  epileptic  fits 
-  because  of  which  he  was  rejected  for  the  army  -  till  well  on  in 
life;  in  his  essay  Naivitat  und  Genie  (in  Betrachtungen )  he  says  that 
in  time  he  overcame  this  tendency  by  self-observation  and  will 
power  -  except  that  he  could  always  call  up  such  Klopfgeister  at 
will  (he  means  that  the  demonic  hallucinations  he  describes  so 
vividly  -  particularly  in  the  autobiographical  sketches  of  Lebens- 
bldtter  -  were  the  gifts  of  this  controlled  morbid  state). 

His  work  also  bears  the  mark  of  his  rebellious  nature  as  a  boy. 
He  was  sent  to  Berlin  and  lodged  with  an  uncle  while  he  attended 
the  Sophien-Gymnasium.  One  day  he  was  called  before  his  head¬ 
master  to  answer  for  his  activity  as  chairman  of  a  scientific  club 
(Darwin  was  then  in  the  forefront  of  intellectual  interest) ;  and 
when  he  was  asked  if  he  wished  to  decorate  a  monkey-cage  he 
refused  to  darken  the  school  doors  again.  All  his  school  years 
were  marked  by  a  violent  conflict  with  his  father,  who  was  horri¬ 
fied  at  his  wild  ways ;  here  we  have  in  real  life  that  Sohn-Vater- 
Kampf  which  was  to  provide  so  much  matter  for  literature,  and  is 
reflected  in  DehmePs  own  Lied  an  meinen  Sohn.  Finally  Dehmel 
passed  his  leaving  examination  at  the  Gymnasium  at  Danzig  and 
entered  the  University  of  Berlin  (1882),  where  he  studied  science, 
philosophv,  and  history.  As  a  Couleurstudent  he  was  a  fierce  fencer, 
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and  the  grim  effect  of  his  features  in  later  life  was  partlv  A 
duelling  scars.  Funds  more  than  once  gave  out  as  hk  ^  t0 
apt  to  stop  supplies;  for  one  whole  month  of  summt hfT  ^ 
benches  in  the  Tiergarten,  till  he  was  befriended  by a 
who  took  him  home  and  kept  him  with  her  for  a  month  WlTT’ 
had  no  money  for  lodgings  he  often  shared  rooms  with 
medical  student,  Franz  Oppenheimer,  whose  sister  Paula  all  5 
his  poetic  genius  (was  ‘ die  erlosende  Kraft\  to  quote  his  own 
He  was  engaged  to  her  for  three  years  Her  family  ohiert  a  ^  u  ’ 
match  -  for  one  thing  he  was  a  Christian,  andt(  an,!  h  T he  C “ 
without  employment,  though  he  had  begun  to  earn  monev T 
journalist, c  efforts;  they  yielded,  however,^  he  t!ok  S„c! 

, ,Cbree  (kls  thesis  was  ‘Em  Prufung  der  Grande  fur  den 
sMussM  Sfft„,Ua  Betrkb  <!er  FaJrsSb^  ^/Z^Z 

mmPlZ1 ’  b“  h'  d‘d  actually^narry 

Fmm  ,Mo  7  u  D?tschet  Privat-Feuerversichemngh 

movement in°Eerlin  He™  7  aSSOC,ated  with  the  Sod*« 
movement  in  berlm.  He  was  never  a  member  of  the  party  indeed 

fter  he  read  Also  spraeh  Zarathustra  in  1890  he  was  a  Nietzschean 

*ough  with  reserves.  Nevertheless  from  his  sympa.fa  w!h 

Socialist  <pSms°b1Sc'hiCh  b)'C°mmon  consent  are  among  the  best 
KlZ Z  p? German  literature:  Pergpsalm,  Zu  eng  Vierter 

tenmti“  tL  fo ZtZ  °f C8i»>,  is  feeble  or 
be  maudlin  and  the  e  Poems  traditional,  the  sentiment  may 
Perhans  the  most,*,  modMnity  impudent  rather  than  forceful. 

]  ■  ?  ,  1  mterestlilg  of  the  poems,  in  the  light  of  Dehmel’s 

In^E!  'S  "r*-:  f”  the  first  time 

k  “  wa!  whtt  nT  m  ?  a  Tisioned  ,mds“I»  succeeds  in  a 
owl  A  mTn  Sd  1  “  *“  TOo  ToWs  ™  to  mate  his 

(sTvatuTfrelm  rm“  a  riT“  fa  the  dark;  there 

are  laughing  This!  sPtIn8  m  the  air,  and  rhe  others  in  the  boat 

and  rjd  cons^Lt  ,  !'a?2a  heavil>'-  ™h  “s  dark  vowels 

the  first  line  of  the  tw  l *  6  °Ut!b  hne;  but  this  makes  a  rushinto 


Dehmel  spoilt  ^  ^bkimgm  to  Aber  die  Uebt. 

in  this  «,  the 
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Der  mite  Strom  lag  stumm  und  fahl , 
am  Ufer  floss  ein  schwankend  Licht , 
die  Weiden  standen  starr  und  kahl . 

Ich  aber  sah  dir  ins  Gesicht 

und  fuhlte  deinen  A  tern  flehn 
und  deine  Augen  nach  mir  schrein 
und  -  eine  Andre  vor  mir  stehn 
und  beiss  aufsch/uch^en :  Ich  bin  dein ! 

The  fourth  stanza  returns  to  the  landscape  (as  the  boat  touches 
shore  the  black,  trembling  image  of  the  rigid  willows  fades  in  the 
grey  water),  so  that  what  we  get  is  a  moment's  tense  drama  set 
in  a  mysterious  and  haunting  glimpse  of  a  dark  landscape.  The 
inspiration  of  the  poem  was  what  is  on  the  face  of  it  a  sordid 
domestic  event :  while  Frau  Paula  was  away  at  the  seaside  Dehmel 
had  an  affair  with  the  domestic  help,  Kate  B.  Two  years  later  the 
girl  died  by  her  own  hand,  and  a  ring  Dehmel  had  given  her  was 
returned  to  him  by  her  direction;  and  this  message  from  the  grave 
inspired  him  with  the  poem  Drei  R Inge  in  Weib  und  Welt.  It  holds 
good  of  all  DehmePs  best  poems  that  one  must  know  what  woman 
they  are  concerned  with  and  the  exact  moment  of  the  relationship ; 
then  one  realizes  how  real  the  feeling  is.  It  may  be  disturbing  to 
some  that  where  Dehmel  creates  something  startlingly  beautiful  it 
is  when  he  is  seized  by  this  lust  of  possession.  His  ‘Rdubersimd  is 
thrust  forward  throughout  the  mass  of  his  lyric  verse,  and  there  is 
a  letter  from  him  (No.  32)  in  which  he  describes  the  wild  hunger 
which  grips  him  when  a  human  being  comes  near  him,  e der  Eignes 
in  sich  hat .  Als  ob  ein  Raubiier  die  Nustern  blaht ,  fangt  dann  etwas  in 
mir  an  %u  fiebern:  da  ist  N a  hr  mg  fur  dich ,  mein  Blutd  His  attitude  is 
here,  as  elsewhere,  that  he  is  the  saviour  (Erloser)  of  the  girls  he 
deflowers ;  and  the  general  sense  of  the  title  Erldsungen  is,  of  course, 
erotic.  This  is  Dehmel  -  for  better  or  worse.1 

The  title  of  the  next  collection  of  verse,  Aber  die  Liebe  (1 893),  is 
assumed  to  question  that  of  the  first:  marriage  may  be  salvation, 
but  what  of  love?2  The  Leitmrt  points  to  the  themes:  ‘In  alien 
Tiefen  |  musst  du  dich  prufen ,  |  %u  Deinen  Zielen  |  dich  klargufuhlen.  | 

1  For  the  facts  of  DehmePs  life  Julius  Bab’s  Dehmel  has  to  be  collated  with 
the  Briefe  (1923)  as  edited  by  Frau  Ida  Dehmel ;  the  latter  are  the  main  source 
of  safe  information. 

2  Mrs  Dehmel  says  the  title  shows  the  influence  of  Strindberg. 
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Aber  die  Liebe  |  ist  das  Trubel  What  is  best  in  the  book  reflects 
DehmePs  passionate  wooing  of  Hedwig  Lachmann.  cWie  aus  dew 
Schilf  die  Wasserfee\  he  hails  her,  ‘tauchest  du  winkend  aus  der  Schar  | 
der  andern  um  ms  %u  mir  her  |  mit  deinem  langen  schwar^en  Haar  |  und 
deinem  fernen  Augenpaard  She  was  another  Jewess.  In  Betrachtungen 
(Kultur  und  Rasse)  he  says  of  himself :  6  Ich  stamme  aus  durchweg  blau- 
dugigen  und  ubenviegend  blonden  Familien  und  liebe  die  dunkeln  judischen 
Frauen,  Ich  finde  bei  keiner  andern  Art  Weib  so  viel  hellen  Geist  mit 
seelischer  Glut  verbunden. 5  hedwig  lachman  ( 1 8  70- 1918)  was  a  poet¬ 
ess  of  distinction ;  her  original  verse  (Im  Bildey  1902)  does  not  rise 
beyond  formal  perfection,  but  this  very  quality  makes  her  trans¬ 
lations  of  Rossetti,  Swinburne,  Poe,  and  Verlaine  notable.  Her 
poems  Begegnung  and  Spacer  gang  reflect  her  feelings  for  Dehmel: 
he  and  she  are  like  two  birches  at  the  rim  of  the  forest;  gossamer 
threads  bind  one  to  the  other.  She  remained  good,  and  in  1900 
married  Gustav  Landauer,  who  wrote  Socialist  books,  and  was 
murdered  in  the  street  in  Munich  in  1919  at  the  time  of  the  Com¬ 
munist  troubles.  Hedwig  Lachmann’s  resistance  stirred  the  poet 
to  his  very  depths.  It  was  the  period  when,  according  to  his  diary, 
he  stood  on  a  bridge  and  was  near  committing  suicide.  He  was 
tortured  by  dreams  and  hallucinations ;  organ  notes  surged  within 
him,  and  oracular  words ;  or  on  the  roof  of  his  room  he  would  see 
Christ's  face  with  the  crown  of  thorns  burning  with  electricity. 
He  could  only  rid  himself  of  his  hallucinations  by  projecting  them 
into  verse,  and  to  this  morbid  state  we  owe  the  loveliest  poems  of 
Aber  die  Liebe.  How  individual  his  technique  became  under  the 
stress  may  be  seen  from  one  of  these  Hedwig  lyrics,  Ohnmacht : 

j Dock  als  du  dann  gegangen , 
da  hat  sich  mein  Verlangen 
gan^  aufgetan  nach  dir. 

Als  sollt  ich  dich  verlieren , 
schuttelte  ich  mit  irren 
Fingern  deine  verschlossene  Tur. 

Und  durch  die  Nacht  der  Scheiben , 
ob  du  nicht  wiirdest  bleiben , 
bettelten  meine  Augen;  und 
du  gingst  hinauf  die  Stufen 
und  hast  mich  nicht  gerufen , 
mich  nicht  vuruck  an  deinen  Mund. 
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Vernahm  nur  noch  mit  stieren 
Sinnen  dein  Schlusselklirren 
im  schwar^en  Flur,  und  dann 
sturdier  auf  mich  die  Schaiten , 
die  mir  im  Park  schon  nahten , 
als  wir  den  Mond  versinken  sahn. 

Notice  the  consummate  cunning  of  the  imperfect  rhymes  and  the 
harsh  transitions  from  iambic  to  trochaic  measure;  they  produce 
the  effect  of  a  mind  driven  frantic.  And  from  now  on  evocations 
of  such  strange  states  of  mind  come  to  Dehmel,  it  would  seem, 
effortlessly. 

Such  poems  of  passion  are,  as  we  have  indicated,  wedded  to 
his  sexual  doctrine;  but  the  source  and  origin  of  them  is  in  his 
violent  over-sexed  nature.  The  sexual  doctrine  was,  as  we  have 
shown,  part  of  the  decadent  Nietzscheanism  of  the  demonic  Pole 
Przybyszewski,  whose  Totenmesse,  dedicated  to  Dehmel,  begins: 
‘Am  Anfang  war  das  Geschlecbf ,  and  continues :  ‘So  schuf  sich  das 
Geschlecht  endlich  das  Gehirn P  The  biological  aspects  of  sex  Dehmel 
discussed  with  his  University  friend  Carl  Ludwig  Schleich,1  who 
was  one  of  a  circle  (Bierbaum,  Hartleben,  Przybyszewski)  who 
entertained  Strindberg2  at  the  Schwar^es  Ferkel  in  the  Dorotheen- 
strasse  in  Berlin;  and  Strindberg’s  pathological  strangeness  im¬ 
pressed  Dehmel,  though  their  attitude  to  women  was  radically 
different.  Both  regarded  woman  as  the  eternal  peril,  but  DehmePs 
teaching  is  that  man  must  seek  this  peril  and  steel  himself  by  it. 
Simply  stated:  man  is  only  man  by  woman.  But  man  is  for  the 
world  as  well  as  woman ;  he  must  grow  heroic  by  woman,  but  for 
the  world.  Philosophically  what  matters  is  not  so  much  Weib  as 
Welt,  and  the  root  of  DehmePs  conception  of  Welt  or  the  cosmos 
is  of  course  this  defiantly  proclaimed  sexuality,  which,  however, 
he  transfigures  in  the  white  heat  of  his  ecstasy  into  a  kind  of 
religious  mysticism  (c  Wollust  %ur  Welt9).  This  sanctification  of  the 
sexual  instinct  as  cosmic  urge  -  Dehmel  calls  himself  in  an  almost 
blasphemous  image  triebselig  -  might  be  interpreted  as  the  logical 
outcome  of  Darwin’s  doctrines  electrified  by  the  Dionysiac  call  to 
joy  of  Nietzsche.  According  to  Dehmel,  man  is  ripest  when  he  is 

1  He  wrote  Von  der  Seek:  Essays  (1918)  and  Besonnte  Vergangenheit :  Lehens- 
erinmrungen  1  £59-1919  (1922). 

2  There  is  a  highly  impressionistic  portrait  of  Strindberg  (with  his  4 scheue 
F rnuenli t> in  'Em  Ewiper  ( Jiber  die  Eiebe). 
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nearest  to  nature,  i.e.  in  the  act  of  love1 ;  love  is  a  divine  duty 
Love  is  the  elimination  of  the  antagonism  of  T  and  ‘all’  -  it  is  both 
consciousness  of  self  and  forgetfulness  of  self,  ‘dieKundmgdes  emen 
Ich  tm  Allium  All’.  For  Dehmel  love  is  (to  quote  Gundolf)  ‘keine 
Askese,  sondern  eigenherrliche  Glut ,  die  sich  ergiessen  rnd  kuhlen  will ,  und 
Zugleich  weihen  was  sie  beriihrf .  Brunst  must  be  transformed  to  In- 
brunst,  and  the  dross  {‘das  Triibe’)  that  must  be  purified  in  the  pro¬ 
cess  is  the  sexual  act.  It  would  be  too  raw  a  statement  to  say  that 
this  act  must  be  transformed  to  a  holy  rite;  to  Dehmel  the  conflict 
between  the  spiritual  nature  of  love  and  the  animal  act  remains. 
Perhaps  his  efforts  to  wed  the  act  to  a  conscious  spiritual  volition 
are  too  subtle,  and  it  may  be  questionable  whether  he  has  proved 
anything  more  than  the  biological  volition  {Weltwille,  ‘cosmic 
urge’)  which  such  naturalists  as  Bolsche,  in  the  wake  of  Darwin, 
had  made  it  their  business  to  demonstrate. 

In  the  original  edition  of  Aber  die  Liebe  there  was  a  series  of 
poems  entitled  Verwandlungen  der  Venus.  These  raised  a  storm  of 
indignation;  Venus  sapiens  was  erroneously  read  as  a  discussion  of 
homosexual  love  in  the  persons  of  David  and  Jonathan;  Dehmel’s 
friends,  however,  say  it  symbolizes  the  triumph  of  spirit  in  the 
marital  conflict.  There  was  more  justification  in  the  horror  aroused 
by  Venus  perversa  -  the  poet  watches  a  nun  committing  onanism: 
the  unio  mystica.  Dehmel’s  plan  -  ruthlessly  and  brilliantly  realized, 
in  spite  of  some  of  the  most  loathsome  pictures  in  literature  -  was 
to  present  the  world  with  a  kind  of  picture-gallery  of  alltht  mani¬ 
festations  of  love,  leading  up  to  its  spiritualization  in  Venus  heroica. 
It  may  be  consoling  to  squeamish  people  to  read  that  when  Deh¬ 
mel  was  prosecuted  for  the  indecency  of  these  poems  he  was 
acquitted  on  the  grounds  that  they  were  unintelligible!  When, 
however,  the  Verwandlungen  der  Venus  were  published  separately 
and  expanded  as  Vol.  IV  of  the  Collected  Works,  they  were  de¬ 
nounced  to  the  authorities  by  the  poet  Borries  von  Miinchhausen, 
and  by  order  of  the  Berlin  'Landgericht  part  of  one  of  them,  Venus 
Consolatrix ,  was  expunged,  so  that  the  original  poem  can  only  be 
obtained  in  the  very  precious  private  edition  printed  by  Dehmel 
for  his  friends.  What  was  objected  to  was  the  blending  in  one 
person  as  ‘consoling  love’  of  Mary  of  Nazareth  and  Mary  Mag- 

Venus  Natura  (in  V  erwandlungen  der  Venus )  describes  a  peacock  circling 
Jus  hen  with  spread  tail  and  ends  with:  V  Menscb,  me  herrlich  ist  das  Tier,  I 

wenn  es  sich  gam. v  a/s  Tier  entfaltetF 
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dalene.  The  poem  is  a  necessary  part  of  the  cycle,  for  it  leads  up  to 
the  interpretation  of  love  as  £ Ehrfurcht  vor  dem  Vbermdchtigen\ 

Dehmel  was  a  wonderful  translator.  His  verse  renderings  of 
poems  by  Villon  and  Verlaine  are  gathered  in  Aber  die  Liebe,  as 
are  also  his  adaptations  of  Chinese  poems.  In  his  renderings  of 
three  poems  of  Li-Tai-Pe  he  was  helped  by  Hans  Heilmann,  who 
later  published  a  volume  of  prose  translations  of  Chinese  lyrics. 
Imitations  of  Oriental  poetry  thereafter  belonged  to  the  order  of 
the  day:  Hans  Bethge’s  Die  chinesische  Fldfe  (1907)  and  Japanischer 
Friih/ing  (191 1)  may  be  mentioned.  But  the  only  poet  who  could  lay 
claim  to  some  knowledge  of  Chinese  was  Bierbaum,  who  began  as 
an  orientalist.  Dehmel’s  Lieder  derBi litis  were  published  in  a  separate 
volume ;  the  original,  Pierre  Louvs’  Chansons  deBilitis  (1 894),  played 
with  the  theme  of  Lesbian  love,  which  we  find  in  odd  corners  of 
impressionist  literature. 

Paula  Dehmel  was  a  gifted  woman :  she  collaborated  with  her 
husband  in  writing  the  poems  for  children  which  form  Vol.  VI 
of  the  Collected  Works  (Der  Kindergarten).  But  Dehmel,  though  he 
was  devoted  to  his  children,  found  domestic  life  with  her  hard  to 
endure;  she  was  a  chronic  sufferer  from  asthma,  and  aged  rapidly. 
He  seriously  entertained  the  idea  of  adding  Hedwig  Lachmann  to 
his  household  as  second  wife.  But  Hedwig  was  one  of  his  wife’s 
most  helpful  friends,  and  remained  so.  In  1893  Dehmel  fled  to 
Hamburg,  without  taking  even  a  toothbrush ;  this  time,  however, 
Paula  fetched  him  back  to  home  -  and  duty  at  the  insurance  office ; 
he  was,  however,  granted  leave  of  absence  and  spent  a  holiday  in 
Italy.  It  is  almost  an  ironical  detail  that  Dehmel  was  at  last,  in 
1894,  able  to  resign  his  insurance  post  because  Paula  came  into 
money.  By  this  time  Dehmel  had  met  the  third  Jewish  lady  who 
swept  him  off  his  feet.  An  essay  of  his  on  the  paramount  perfor¬ 
mances  in  the  art  of  the  day  had  just  appeared  in  the  second  num¬ 
ber  of  Pan,  which  he  had  helped  to  found;  and  he  received  a  letter 
from  a  lady  in  which  she  expressed  her  surprise  that  the  essay  did 
not  mention  Stefan  George ;  accompanying  the  letter  were  one  of 
George’s  volumes  of  verse  and  one  year’s  issue  of  Blatter  fur  die 
Kunst.  The  lady  was  Frau  Konsul  Auerbach  of  Berlin,  and  when 
Dehmel  called  on  her  he  found  she  was  twenty-five,  recently  mar¬ 
ried  to  a  well-to-do  Jewish  merchant,  and  on  the  way  to  have  a 
baby.  Her  maiden  name  was  Ida  Coblenz  (Tdda’  for  short,  but 
Dehmel  called  her  Isi,  and  as  Frau  Isi  she  will  live  in  literature). 
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She  belonged  to  a  patrician  family  long  settled  at  Bingen  on  the 
Rhine ;  near  the  family  mansion  was  the  house  where  Stefan  George 
grew  up,  and  this  poet  was  a  frequent  visitor  to  her  home  after 
she  had  proved  to  him  that  she  could  understand  his  poetry.  When 
therefore,  Dehmel  took  leave  of  Frau  Auerbach,  after  a  visit  which 
lasted  two  and  a  half  hours,  it  is  not  surprising  that  he  promised 
to  read  Stefan  George’s  books.  What  he  really  thought  of  Part 
pour  Part  we  know  from  his  essay  Horer  md  Dichter  in  Betrachtungen . 
It  was  a  dramatic  coincidence  that  the  only  time  he  met  Stefan 
George  was  on  the  doorstep  of  Frau  Auerbach’s  house:  he  was 
coming,  George  was  departing.  And  when,  afterwards,  Frau  Ida 
wrote  to  George  that  she  was  interested  in  Dehmel,  she  received 
the  withering  reply :  cWenn  einer  anjdngt  schon  %u  finden ,  was  dem 
andern  gemein  ist ,  dann  ist  es  Zeit  %um  Abschiednehmen.  ’  The  months 
which  followed  were  productive:  this  love  for  another  man’s  wife 
inspired  Dehmel  with  poems  such  as  Beschwichtigmg,  Enthullung , 
Drama,  Warming,  Drohung,  Elans  im  Gluck,  and  the  delightfully 
humorous  Schneeflocken  ~  it  has  just  the  magic  of  snowflakes  falling. 
Paula  and  Frau  Auerbach  met,  and  tried  to  be  friends.  Then  Con¬ 
sul  Auerbach  went  bankrupt  and  his  wife  went  to  live  in  the 
house  next  to  that  of  the  Dehmels ;  Dehmel  had  prepared  this  new 
home  for  her.  The  manage  d  trois  was  of  short  duration;  Dehmel 
once  again  fled  to  Hamburg,  and  this  time  he  was  fetched  back 
by  two  women.  In  the  end  Dehmel  fled  with  Frau  Isi,  and  when 
divorced  married  her  (1901). 1 

The  poems  inspired  by  the  wooing  and  winning  of  Frau  Isi 
may  easily  be  detected  in  Weib  md  Welt  (1896).  Such  lyrics  as 
Mannesbangen  are  electric  with  passion.  There  is  a  curious  Oriental 
effect  -  torrid  desert  and  on  the  far  rim  wafting  palms  -  in  Ruf 
and  Beruckung,  Wirrsal  and  Dergute  hlirte  —  in  the  latter  the  poet  is 
Jacob  calling  to  Leah  and  Rachel  -  defend  the  triangle  arrange¬ 
ment  with  frankness  and  shameless  humour.  Some  of  the  lyrics 
of  the  volume  date  from  an  earlier  period.  Of  these  the  most  sig¬ 
nificant  is  Die  Harfe:  the  roaring  wind  strikes  its  wild  music  from 
the  dark  pine-wood,  as  the  wind  of  primeval  passion  stirs  the 
deeps  of  Dehmel’s  soul:  Clch  habe  mit  Inbrunsten  jeder  Art  |  mich 
X wischen  Gott  md  Tier  herumgeschlagen.  ’  In  the  present  edition  of 
Weib  md  Welt,  too,  those  lovely  lyrics  find  place  which  render 
moods  of  dusk  and  night  ( Ddmmer -  md  Nachtgedichte )  —  Helle  Nacbt, 

1  His  justification  is  frankly  stated  in  No.  241  of  A.usgewahlte  Brief e . 
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Manche  Nacht,  and  Die  stille  Stadt  are  the  most  famous.  Aus  banger 
Brust  is  such  a  night-piece,  but  the  thrill  of  this  Ebemannsgedicbt  is 
in  the  unashamed  image  of  copulation.  Much  quoted  is  the  Leit- 
wort  of  the  original  edition :  £ Erst  wenn  der  Geist  von  jedem  Zweck 
genesen  |  und  nichts  mebr  wissen  will  als  seine  Triebe ,  |  dann  offenbart  sich 
ibm  das  weise  Wesen  j  verliebter  Torheit  und  der  grossen  Liebe ’ ;  this 
agrees  with  Nietzsche’s  command  that  we  should  clasp  our  pas¬ 
sions  to  our  bosoms  as  our  highest  aim.  All  this  sexualism  of 
Dehmel  hardly  seems  compatible  with  a  gentleman’s  respect  for 
ladies,  which  does  exist  in  Germany,  even  when  as  in  Eduard  von 
Keyserling’s  Baltic  novels  there  may  be  one  woman  for  respect 
and  another  for  passion. 

The  drama  of  Dehmel’s  second  marriage  provides  the  matter  of 
the  curious  connubial  epic  Zwei  Menschen  (1903).  Dehmel  regarded 
it  as  a  cycle  of  ballads,  but  ballads  stripped  of  antique  flummery, 
and  modem  because  the  experience  transmutes  the  physical  thrill 
of  sex  to  spirituality;  he  wrote  to  Frau  Isi  in  an  early  stage  of  their 
acquaintance :  Tch  babe  die  Form  der  neuen  Ballade  gef unden,  die  keines 
antiquariscben  Mummenschan^es  bedarj \  und  eine  Form,  die  es  erlaubt,  in 
tausend  Variationen  ein  gauges  Seelenleben  und  Menschenscbicksal  vor^u- 
fuhrend  The  classification  of  the  poem  as  a  Roman^enroman  is  satis¬ 
fying  :  it  is  a  novel  made  up  of  linked  lyric  snatches  -  a  Roman^ero 
loosely  in  Heine’s  sense  (not  in  the  Spanish  sense  of  a  ballad  col¬ 
lection).  Ferdinand  avenarius1  (1856-1920)  had  made  much  of 
his  idea  of  a  lyric  epic,  but  his  Eebe  (1893)  is  not  a  novel ;  nearer 
to  Dehmel’s  innovation  is  Coventry  Patmore’s  The  Angel  in  the 
House.  But  what  a  difference  in  spirit !  The  English  poet  does  not 
shirk  the  physical  implications  of  marriage,  but  the  very  idea  of 
his  poem  is  to  glorify  wedded  love  as  spiritual  communion  and 
social  decency.  Dehmel’s  poem  on  the  other  hand  is  a  defiant 
challenge  to  accepted  notions  of  decency.  The  animality  of  love  is 
stressed,  and  there  are  renderings  of  physical  passion  made  quiver- 
ingly  perceptible  by  the  rise  and  fall  of  the  rhythm.  The  violence 
is  sometimes  appalling.  The  story  itself  is  admittedly  ridiculous : 
the  architect  Lux  at  some  duodecimo  German  court  or  other  pur¬ 
loins  papers  and  has  a  love-affair  with  Lea,  the  wife  of  the  ruling 
prince.  She  kills  her  blind  baby.  The  wife  of  Lux  dies ;  Lea  says : 

1  He  founded  (1887)  and  edited  Der  Kunshvart,  one  of  the  most  important 
literary  journals  of  the  period.  His  volumes  of  verse  are  Wandern  und  Werden 
(1881)  and  Stimmen  und Bilder  (1898). 
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‘Ich  war  ihr  Vampjr:  They  flee  together,  and  in  their  union  realize 
the  new  doctrine  of  the  spiritualization  of  the  flesh.  Lea  has  sym¬ 
bolic  variety:  she  is  the  goddess  Isis;  she  is  Frau  Welt;  but  she  is 
the  physical  image  of  Frau  Isi.  And  Lux  is  in  every  physical  detail 
Dehmel :  ‘ seine  offne  Stirn ,  den  kun^gehaltnenBart,  \  den  Mundvon  trau- 
merisch  verschlossener  Art,  \  Hiebnarben  neben  den  heftigen  Nustern . .  ’ 
It  is  the  tense  reality  of  the  story  beneath  the  tinsel  that  gives  the 
poem  its  interest;  and  added  to  this  there  is  the  lyric  splendour  of 
certain  passages. 

Stem  reproof  and  partial  praise  had  combined  to  give  Dehmel 
the  notoriety  which  made  the  publication  (1905-9)  of  his  Gesam- 
melte  Werke  in  ten  volumes  possible.  His  last  volume  of  verse 
Schone  wilde  IF,?//  (1913),  is  pathetic;  even  a  last  extra-marital  esca¬ 
pade  had  not  prevented  his  poetic  vein  from  calcifying.  Even 
when  he  re-states  his  sex  doctrine  we  get:  ‘Dass  der  Menscb  am 
Weib  sichfreut ,  |  dass  die  Freude  Samen  s treat ,  \  das  ists,  was  die  Welt 
erneutd  Die  Musik  des  Mont  Blanc  shows  the  poet  as  the  keen  Alpinist 
he  was  in  his  later  years.  That  he  was  physically  fit  he  proved  by 
enlisting  on  the  outbreak  of  war  in  1914;  he  served  in  the  trenches, 
won  the  Iron  Cross,  was  promoted  to  lieutenant,  was  wounded, 
had  an  attack  of  thrombosis,  was  declared  unfit  for  active  service 
but  kept  in  the  army  till  the  end  of  the  War.  He  died  in  1920  of 
thrombosis. 

Dehmel  will  keep  his  place  in  the  annals  of  literature  if  only 
by  the  sheer  strangeness  of  his  personality  and  by  the  fascination 
which  emanated  from  his  person  as  from  his  works.  It  would  be 
quite  possible  to  liken  him  to  Mephistopheles :  he  had  a  sulphur¬ 
ous  effulgence.  He  denied  all  that  the  parson  calls  good,  and  what 
he  called  good,  the  parson  might  very  well  say,  was  the  lure  of  the 
devil.  That  he  wrote  devilishly  fine  poetry  would  not  make  an 
angel  of  him. 

Dehmel  had  his  school  (Paul  Zech,  Winckler,  etc.),  but  as  dis- 
ciples  they  were  bound  to  follow  his  own  Nietzschean  injunction: 
Sei  Du!  oskar  loerke  (1884-1941)  is  a  Dehmelianer,  but  rather  in 
the  sense  of  personal  devotion  to  a  master  than  in  style  and  doc¬ 
trine;  his  nearness  is  that  of  North  German  mentality,  and  actually 
he  continues  Annette  von  Droste-Hiilshoff;  he  has  Annette’s  close 
vision  of  the  mystic  earth  and  her  rough-hewn  rhythms  covering 
vibrant  feeling.  He  is  a  ‘cosmo-centric’  poet  who  strives  to  take 
the  absolute  into  himself;  he  loves,  as  parts  of  the  absolute,  not 
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only  his  fellow-men  but  inanimate  nature :  the  mist  that  folds  him  on 
the  heath  —  his  'dear  brother’ ;  the  starveling  pines  in  the  heather- 
blue  Prussian  sand  -  his  'comrades’.  He  grieves  for  the  decay  of 
all  he  loves,  grieves  even  for  the  decay  of  grief,  and  knows  that  he 
is  one  of  a  hard  new  race  that  makes  a  cool  reckoning  with  exis¬ 
tence.  He  is  not  an  easy  poet:  the  meaning  of  his  verse1  is  often 
embedded  under  a  crust  of  far-fetched  imagery.  He  has  regional 
consistency  in  his  depiction  of  North  German  landscapes :  skies 
ever  grey  brood  over  plains  where  the  hard  wind,  a  grey  minstrel, 
strikes  his  grey  music  from  bone-white  beeches.  This  impression¬ 
istic  rareness  of  imagery  gives  a  mannered  effect  to  his  prose2;  but 
he  is  one  of  those  who  have  renewed  the  Novelle  by  the  infusion 
of  personality. 

1  Wanderscbaft  (1911);  Die  heimliche  Stadt  (1921);  Der  langste  Tag  (1926); 
Pansmusik  (1929;  second  edition  of  Gedichte,  1916);  A.tem  der  Erde  (193°) ; 
Der  Silherdistehvald  (1934) ;  Der  W^aldder  Wrelt  (1936)  5  Die  jTbsc hiedshand  (1949)* 

2  Short  stories :  Vineta  (1907);  Das  Goldbergwerk  (1919);  Der  Chimdrenreiter 
(1919) ;  Der  Prim £  und der  Tiger  (1920).  Novels:  Der  Turmbau  (1910) ;  Der  Oger 
(1921).  Essays :  Zeitgenossen  aus  vielen  Zeiten  (1929). 
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STEFAN  GEORGE 
AND  HIS  CIRCLE 


Dehmel  assimilated  French  symbolism,  but  remained  Ger¬ 
man  to  the  core;  his  matter  is  Nietzschean  touched  up 
^  with  decadent  refulgence.  In  Stefan  George  (1868-19**) 
and  his ‘circle’  Romance  influence  is  predominant.  Reminiscences 
ot  the  German  Romanticists,  however,  and  above  all  of  Holderlin 
deepen  the  French  ultra-refinement  of  George;  and  two  German 
poets  with  whom  he  has  striking  affinities  are  Platen,  an  artificer 
of  verse  equally  patient  though  with  tools  less  delicate,  and  Conrad 
Ferdinand  Meyer,  an  aristocrat  equally  feminized  by  French  cul¬ 
ture,  one  who  in  an  equal  degree  was  pained  by  contact  with 
crowds  and  who  likewise  veiled  his  personal  experience  in  recon- 
lte  symbols.  Something,  too,  of  the  atmosphere  and  colouring  of 
the  English  Pre-Raphaelites  and  aesthetes  illumines  the  Mallarmean 
scroll  of  George,  in  whose  work  are  renderings  of  Rossetti,  Swin- 
burne,  and  Ernest  Dowson.  This  poetry  of  George  and  his  circle 
is  literally,  r  art  pour  P art  {Artis  tenkunst),  and  they  are  academically 
classed  as  die  Artisten ;  they  seek  to  displace  Stoffkunst  or  naturalism 
by  Vormkunst.  In  this  respect  they  still  further  refine  the  formal 
perfection  of  the  Munich  school  (and  for  aristocratic  aloofness 
btefan  George  might  well  be  compared  to  Graf  von  Schack);  but 
there  is  the  vital  difference  that  whereas  the  poets  of  the  Munich 
sc  00  regard  clearness  of  meaning  as  a  necessary  quality  of  per- 
ect  orm  George  writes  only  for  those  who  have  the  mental 
eenness  to  pierce  to  the  sense  -  to  him  Formvollendmg  means 
mathematical  precision  of  rhythm  and  stanza  and  symmetrical 
construction  with  unity  of  idea  of  each  volume  of  verse. 

TM,-te  aiu was  born  at  Biidesheim,  near  Bingen  on  the 
Rhine;  his  father  was  the  landlord  of  the  Wirtschaft  *?ur  Trauhe 
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there.  His  pedigree  has  been  carefully  traced,  and  it  is  claimed 
that  he  was  of  pure  German  blood1 :  he  had  ‘brownish  golden5 
hair  and  pale  blue  eyes  like  turquoises.  His  early  environment  is 
assumed  by  his  biographers  to  have  influenced  the  spirit  of  his 
work  in  two  directions :  his  sense  of  architectural  construction, 
seen  in  the  symmetrical  shaping  of  his  volumes  of  verse,  and  that 
unbending  hardness  and  even  cruelty  which  made  him  a  literary 
dictator  and  eliminated  all  tenderness  from  his  work  are  attributed 
to  an  atavistic  imprint  of  the  old  Roman  colonization  of  his  home¬ 
land,2  while  to  the  Roman  Catholic  pomp  and  ceremonial  of  the 
Rhineland  he  instinctively  owed  his  pose  as  poet-priest  and  the 
symbolistic  ritual  of  his  freethinking.  These  tendencies,  we  are 
told,  were  so  deeply  inherited  in  him  that  they  surged  up  from  his 
inner  consciousness  and  were  born  anew,  instead  of  being  a  cul¬ 
tured  revival  such  as  informs  neo-hellenism  and  romanticism. 
Whereas  the  neo-hellenists  have  shown  their  literary  affiliation  by 
outward  signs  such  as  the  use  of  Greek  metres,  George’s  every 
nerve  tingles  atavistically  with  the  essential  spirit  of  Hellas :  the 
deification  of  the  body  and  the  embodiment  of  the  deity  (die  Ver¬ 
ge  ftung  des  Leibes  und  die  Verleibung  des  Go  ties).  (Dd  hoeret  ouch  geloube 
% uo ,  as  Walther  von  der  Vogelweide  remarked ;  but  faith  is  re¬ 
quired  for  any  appreciation  of  George.)  At  the  Realschule  at  Bin¬ 
gen  George  did  best  in  languages ;  Italian  he  learnt  out  of  school. 
At  the  age  of  fourteen  he  entered  the  Ludwig-Georg  Gymnasium 
at  Darmstadt.  Here  in  1886  his  juvenilia,  some  preserved  in  Die 
Fibel ,  begin;  already  the  influence  of  Italian  poets  -  Petrarch  and 
Tasso  -  is  giving  austerity  to  his  form.  He  learnt  Norwegian  to 
read  Ibsen;  and  indeed  when  he  left  school  in  1888  foreign  lan¬ 
guages  had  laid  such  a  spell  on  him  that  his  father  agreed  that  he 
should  fit  his  career  to  this  main  interest.  He  went  to  London,  and 
what  appealed  to  him  in  his  stay  there  is  indicated  in  his  poem 
Von  einer  Reise  1 888-8$  in  Die  Fibel,  while  Die  Glocken,  one  sus¬ 
pects,  imitates  rhythmically  the  chimes  of  some  London  church. 
Thereafter  he  stayed  for  a  time  in  Montreux,  and  thence  went  to 
Italy  and  Paris,  where  he  made  friends  with  one  of  the  standard- 
bearers  of  the  young  symbolist  movement,  Albert  Saint-Paul.  This 

1  But  Josef  Nadler  (Literaturgeschichie  der  deutschen  Siamme  und  Landscbaften) 
insists  that  George’s  father  was  a  Walloon,  and  that  his  mother  came  from 
Lorraine.  See  also  Frau  Ida  Dehmel,  cDer junge  Stefan  George*  y  Berliner  Tageblatt, 
July  1  st,  1935:  tDie  Familie  Georges  ist  fran^osischen  Ursprungs* . 

2  See  his  poems  Porta  Nigra  and  Ursprmge  (in  Der  siebente  Ring). 
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friendship  was  decisive:  soon  the  young  poet  was  associating  with 
the  poets  of  the  Pleiade ;  and  at  their  instigation  he  read  Baudelaire 
Rimbaud,  Edgar  Allen  Poe.  He  was  a  guest  at  the  Tuesday  even¬ 
ing  gatherings  in  Mallarme’s  salon  in  the  rue  de  Rome,  and  here 
he  met  Verlaine.  His  acquaintance  in  the  French  capital  with  three 
young  Mexicans  induced  him  to  learn  Spanish ;  and  when  he  visited 
Spain  in  1889  he  dreamed  himself  into  the  illusion  that  he  had 
returned  to  a  land  of  which  long,  long  ago  he  had  been  ruler  and 
tyrant  —  an  illusion  which  he  was  to  weave  as  poetic  reality  into 
his  Hymnen ,  Pilgerfabrten,  and  Die  hangenden  Garten.  Spain,  accord¬ 
ing  to  his  own  account,  transformed  his  very  soul:  the  hard,  sharp 
lines  of  the  landscapes  round  about  Toledo  and  Madrid  and  the 
dark  forbidding  royal  palaces  filled  him  with  that  feeling  of  regal 
loneliness  and  unapproachable  pride  which  he  was  to  read  into 
his  first  published  book,  and  which  was  to  be  the  mark  of  his 
life-long  poetic  pose. 

In  1889  George  went  to  Berlin  to  study  languages  at  the  Uni¬ 
versity.  Here  he  revelled  in  the  melody  and  colour  of  the  Spanish 
language  as  he  spoke  it  with  his  three  Mexican  friends,  whom 
he  had  found  here  once  again ;  and  here,  too,  his  immersion  in 
Romance  studies  alienated  him  more  and  more  from  German 
literature,  which  was  then  in  its  heyday  of  naturalism.  Indeed, 
German  seemed  so  harsh  to  him  that  in  addition  to  attempting 
French  verse  he  put  together  a  language  of  his  own  which  shaped 
Latin  roots  into  the  form  and  melody  of  Spanish;  and  in  this  lingua 
romana  he  first  couched  his  Zeichnungen  in  Grau  and  the  first  of  the 
Legenden  which  later  he  transposed  into  their  present  German  form.1 
In  this  undergraduate’s  verse  as  we  now  read  it  in  Die  Fibel  the 
poet  to  be  is  already  adumbrated.  The  Zeichnungen  in  Grau  are 
occupied  with  a  boyish  resistance  to  the  peril  of  sensual  enjoy¬ 
ment  ( tierische  Zuckungen") :  the  youth  must  watch  lest  the  divine 
goal  should  vanish  and  a  moment’s  flame  transfigure  a  clay  image. 
There  are  strange  glimpses  of  a  temptress  -  in  Gelbe  Rose  she  is 
swathed  in  yellow  silk  in  the  yellow  refulgence  of  false  daylight 
in  warm  air  quivering  with  perfumes :  a  Hindoo  goddess  from  the 
Ganges,  she  seems  a  figure  of  wax,  and  soulless  save  when  her 
densely  shaded  eye,  weary  of  rest,  suddenly  lifts  its  lid. 

In  George’s  first  published  trilogy  of  verse  -  Hymnen ,  1890; 
Pilgerfabrten,  1891;  Algabal,  1892;  now  in  one  volume  -  travel 
1  Specimens  of  the  first  version  are  printed  in  Die  Fibel  (1901). 


STEFAN  GEORGE  AND  HIS  CIRCLE  12} 

impressions  shape  themselves  discreetly  to  French  models;  but 
the  collective  theme  continues  that  of  the juvenilia  -  the  self-isolation 
of  the  consecrated  poet.  Hjmnen  were  first  published  in  a plaquette 
intended  for  the  poet’s  friends  only.  The  first  poem,  Weihe,  gives 
the  note  of  the  triple  collection  -  the  poet,  awakening  to  the 
consciousness  of  his  divine  poet’s  mission,  seeks,  in  the  shade  of 
evening  by  the  reed-rimmed  river,  the  consecration  of  the  Muse. 
Already  in  this  first  poem  those  metrical  devices  and  tonal  qualities 
show  which  were  to  be  his  system:  audition  coloree ,  assonance 
(  Vokalharmonie)  throughout  the  line  or  stanza  (‘ Hinaus  %um  strom! 
wo  stol%  die  hohen  rohre  |  Im  linden  winde  ihre  fahnen  schwingen ’  -  o  and 
st9  i  for  rapidity),  clipped  interior  rhymes  {Im  linden  winde ,  Zum 
ufermoose  kosendi).  The  second  lyric  shows  the  poet  in  the  spring 
morning,  in  the  pleasaunce  of  a  great  lonely  park,  but  far  sun¬ 
dered  from  men  and  their  allurements,  for  .  .  .  'heut  darf  ihre  weise 
nicht  ihn  ruhren ,  |  Weil  er  mit  seinen  geistern  rede  iauscht:  |  Er  hat  den 
griffel  der  sich  strduht  fuhren\  The  French  Parnassian  manner  - 
the  concentration  of  the  character  and  spirit  of  an  epoch  or  of  a 
country  in  one  short  poem  -  illustrates  Hochsommer  (a  transposition 
of  the  soul  of  Watteau’s  pictures)  and  the  two  ‘pictures’  (. Bilder ), 
Der  Infant  and  Ein  Angelico .  Der  Infant,  ostensibly  the  reproduction 
in  verse  of  a  painting  in  its  oval  frame  of  dark  gilt,  thrills  with  the 
tragic  fate  of  Spanish  royalty:  this  white-faced  prince  smiles  on 
eternally,  never  regretting  that  he  did  not  grow  up  to  be  a  gloomy 
tyrant;  the  blessing  vouchsafed  to  him  is  that  when  the  moon 
slants  through  the  pomegranate  glass  globes  in  the  room  a  bright 
elfin  maid  comes  for  him,  and  they  play  with  the  silken  ball  that 
still  gleams  rose-red  and  olive-green  on  the  oak  pier-table.  Ein 
Angelico  is  descriptive,  but  it  is  that  description  by  successive  de¬ 
tails  of  action  which  Lessing,  in  Laokoon,  approves  in  Homer’s 
description  of  the  shield  of  Achilles.1  In  this  skilfully  manipulated 
sonnet,  in  which  the  rhythm  and  the  sense  of  each  of  the  four 
parts  rises  to  a  pregnant  closing  line  and  the  mood  of  the  whole 
poem  is  gathered  into  the  pensive  last  verse,  we  see  the  picture  of 
the  Virgin,  'die  braut  mit  immerstillem  kinderbusen\  come  into  being 
stroke  by  stroke: 

Er  nahm  das  gold  von  heiligen  pokalen . 

Zu  hellem  haar  das  reife  wei^enstroh  • 

1  Compare  also  the  poem  Komm  in  den  totgesagten  park  und  schau. 
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Das  rosa  kinder n  die  mi t  s  chief  er  malen- 

Der  wascherin  am  hach  den  indigo. 

Both  infante  and  painter  are  of  course  self-portraits  of  Georoe 
as  the  royal  child  to  whom  only  the  elfin  joys  of  the  spirit*^ 
vouchsafed,  and  as  the  master  of  gradual  colouring  and  inlaid  SUo 
gestion.  In  Pilgerfahrten  the  image  of  the  poet  takes  fixed  form  as 
one  and  the  same  expanded  ego,  the  pilgrim  whose  experiences 
are  those  of  George;  the  charm  of  such  poems  as  Gesichte,  Mah- 
nung,  Verjahrte  bahrten,  says  Gundolf,  lies  in  their  'monumental 
intimity  .  The  theme  is  once  again  the  conflict  between  physical 
passion  and  intellectual  yearning;  but  this  conflict  brings  the  gift 
of  song.  In  Dosser  auf  fernem  felsenpfade  ...  the  pilgrim  is  lured  by 
night  to  the  reedy  marsh,  ‘Doss  er  in  sturmes  trieb  sich  stable ’•  from 
the  reeds  rises  a  lily  on  a  swaying  stalk,  wings  in  the  milk-white 
chalice  quiver  -  an  evil  angel  (demonic  temptation)  is  luring  him 
from  the  straight  path  that  leads  to  the  Muse;  the  reeds  murmur 
as  he  follows  the  shadowy  row  of  elms.  The  magic  of  such  poems 
lies  in  the  very  dimness  of  an  idea,  an  idea  which  is  hardly  neces¬ 
sary  for  enjoyment:  what  matters  is  that  mystery  is  evoked  and 
that  this  mystery  hinted  line  by  line  is  all  gathered  into  the  last 
verse  which  leaves  the  music  quivering  in  the  air:  ‘ Den  langenschat- 
ten^ug  der  rustern  |  Verfolgt  erjeder  heilung  bar  ■  |  Sein  auge  flackert  irr 
tmdu stern.  |  Die  winde  wirren  ihm  das  haard  Spanish  impressions 
and  the  magic  of  Venice  lend  colour  and  a  sensuous  thrill  to  poems 
{Gesichte  Verjahrte  Fahrten )  which  contrast  with  memories  of  the 
poet  s  Catholic  boyhood  and  dim  imaginings  of  a  time  ere  history 
was.  A  landscape  magically  evoked  is  the  famous  Muhle  lass  die 
arme  still-,  it  begins  with  the  vivid  and  simple  personification  of 
the  Volkslied,  but  (as  often  happens  with  George)  is  ruined  by  a 
Euphuistic  conceit:  -  y 


Muhle  lass  die  arme  still 
Da  die  haide  ruhen  will . 

Teiche  auf  den  tauwmd  barren  - 
Ihrer  pflegen  lichte  lan^en 
Und  die  kleinen  hdume  starren 


Pilgerfahrten  ends  with  the  two  marvellous  stanzas  of  Die  Spange, 
a  mystic  transmutation  of  George’s  verse  technique : 
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Ich  iv elite  sie  aus  kuhlem  eisen 
bnd  wie  ein  glatter  fester  streif . 

Doch  war  im  scbacht  auf  alien  gl eisen 
So  kern  me  tall  gusse  ref. 


Nm  aher  soil  sie  also  sein : 

Wie  eine  grosse  fremde  dolde 
Gefo  rmt  aus  feuerrotem  go  Me 
Und  reichem  bllt^endem  gestein. 

Nothing  could  be  more  satisfying  as  a  definition  of  George’s  verse 

than  this  one  of  his  own:  hard  and  metallic,  but  lit  with  diamantine 

radiance. 

In  1892  George  visited  Liege,  and  there  met  Paul  Gerardv,  a 
bilingual  Walloon  torn  Malmedy  in  the  province  ceded  to  Bel¬ 
gium  after  M  orld  ar  I,  and  with  him  he  discussed  his  plan  of  pub- 
lshing  a  poetical  review.  He  then  went  to  Paris,  where  he  finished 
Algabal.  In  history  Heliogabalus  is  a  byword  for  vice  and  crueltv 
an  effeminate  boy  (Weibjunglmg);  Stefan  George  uses  him  as  the 
appropriate  symbol  for  his  Nietzschean  contempt  of  Christian  and 
middie-dass  morality.  Algabal  is  the  supra-personal  presentment 
of  Stefan  George  himself  as  poet-priest1  and  poet-king:  or  in  other 
words,  the  soul  or  mind  of  Stefan  George  limned  in  regal  or  sacer¬ 
dotal  poses  the  autocrat  twice  consecrated,  the  poet  self-imaged 
as  his  own  dream  and  desire.  Heliogabalus  is  chosen  to  represent 
such  a  spiritual  ideal  because  he  is  as  far  removed  as  could  be  from 
the  vile  present  of  vile  poets  whom  the  dreamer  would  annihilate 
and  because,  if  he  would  annihilate  them,  he  must  be  a  tvran ’t 
sublimely  ruthless,  and  because  late-Roman  and  fin-de-siede  are 
both  synonymous  with  that  luxury  and  display  and  decay  and 
despair  which  only  a  tyrant  could  by  a  gesture  sweep  away.  More¬ 
over  while  preparing  this  volume  George  had  been  translating 
audelaire,  and  the  influence  of  Flowers  of  Evil  and  Artificial  Para - 
tses  shaP“  both  the  flawless  form  of  the  poems  and  the  unity  of 
beauty  and  decadence  in  the  themes.  There  is,  however,  a  subtle 
difference  between  Baudelaire  and  Stefan  George:  while  to  the 
French  poet  (and  to  the  decadents  who  acknowledged  themselves 
as  his  disciples)  the  gratification  of  strange  lusts  is  in  itself  art,  to 

1  Platen’s  pose  was  similar;  in  Morgenklage  he  cries:  ‘Icb  schwore  den  schonen 
Schmr,  getreu  stets  sein  \  Dem  hohen  Geset^und  will  in  AndacbtZrtieft  \vZ/ 
Pnesiergefuhl  venvalten  \  Dein  gross  Propbetenami  ’  J  ’  ' 
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the  German  aesthete  art  takes  into  its  scope  the  dream  which  this 
gratification  may  bring.  And  since  all  is  dream  and  symbol  there 
is  no  need  for  moral  disgust  if  Algabal  is  even  a  murderer: 

Sieh  ich  bin  %art  ivie  eine  apfelbliite 
Und  friedenfroher  denn  ein  neues  lamm* 

Dock  liegen  eisen  stein  und  feuerschwamm 
Gefdhrlich  in  erschiittertem  gemute . 

Hernieder  steig  ich  eine  marmortreppe  • 

Ein  leichnam  ohne  haupt  imnitten  ruht . 

Dort  sickert  meines  teuren  bruders  blut . 

Ich  raffe  leise  nur  die  purpurschleppe. 

For  this  merely  means  that  the  poet-king  will  not  suffer  the  shadow 
of  an  affront,  even  from  a  beloved  brother  (the  teuer  is  deliberate, 
and  in  its  implication  effective),  to  the  majesty  of  his  state.  Vaguely, 
too,  Algabal  is  a  spiritualized  image  of  Ludwig  II  of  Bavaria,  that 
crowned  decadent  whose  spendthrift’s  palaces  George  had  recently 
visited,  and  the  news  of  whose  suicide  had  shocked  him  pro¬ 
foundly.  To  Ludwig  II,  the  Perhohnter  dulderkdnig\  the  volume  is 
dedicated  by  his  younger  brother  Algabal  (that  is,  the  poet).  Tech¬ 
nically,  if  Stefan  George  is  to  be  classed  as  a  decadent  at  all  it  can 
only  be  by  reason  of  this  Baudelairean  book.  As  it  closes,  a  way  of 
escape  opens :  the  poem  Graue  rosse  muss  ich  schirren  unfolds  a  vista 
of  the  virgin  spaces  under  a  vaulted  cold  sky  whence  the  Germanic 
hordes  are  to  sweep  down  on  the  rottenness  of  Rome. 

For  the  first  time  in  George’s  production  -  and  the  following 
volumes  will  show  varying  but  equally  symmetrical  construction 
-  Algabal  is  mathematically  graded  in  a  triple  arrangement,  and 
the  subjects  of  the  three  zones  interlock  and  form  a  unified  whole: 
Im  Unterreich  gives  landscape  and  atmosphere,  Tage  limns  the 
milieu.  Die  Andenken  reveals  the  inner  soul  of  the  subject. 

Important  was  George’s  meeting  at  this  stage  of  his  career  with 
Hugo  von  Hofmannsthal,  then  a  boy  of  seventeen  but  already 
known  by  Gestern  and  what  he  had  published  under  the  pen-name  of 
Loris ;  his  hope  that  in  the  Viennese  poet  he  had  found  the  closest 
of  his  disciples  was  destined  to  be  disappointed;  for  Hofmanns¬ 
thal,  in  George’s  opinion,  pandered  to  the  mob.  But  Hofmannsthal 
did  help  Gerardy  and  Karl  August  Klein  in  the  launching  of 
George’s  new  cultural  review :  Blatter  fur  die  Kunst,  the  first  num- 
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ber  of  which  appeared  in  1892.  The  title  suggests  the  French 
symbolist  review  Ecrits  pour  Fart.  The  review  ended  in  1919  with 
the  eleventh  and  twelfth  series ;  it  had  lasted  twenty-seven  years, 
a  long  period  for  so  esoteric  a  publication.  It  is  of  the  greatest 
importance  in  the  literary  history  of  the  period,  and  fortunately 
the  best  of  what  appeared  in  it  is  available  in  the  three  volumes 
of  selections  (Auslese  aus  den  Jahren  1892-1898;  1898-1904;  1904- 
1909).  For  the  journal  wrote  the  band  of  disciples,  "der  Kreis  um 
Stefan  George\  joined  as  the  years  passed  by  Karl  Wolfskehl,  Alfred 
Schuler,  Friedrich  Gundolf,  and  others  who  must  be  dealt  with 
separately  for  their  own  work.  Distinguished  foreigners,  too,  came 
in  and  carried  the  doctrine  to  their  own  country:  thus  Willem 
Kloos  and  Albert  Verwey  initiated  in  Holland  the  new  movement 
in  verse  which  is  known  as  De  Hieuwe  Gids  Beweging  (because  the 
poets  concerned  wrote  for  the  journal  De  Nieuwe  Gids),  while 
Poland  was  represented  by  Waclaw  Lieder,  for  whose  sake  George 
learned  Polish,  and  England  by  Cyril  Scott,  who  as  a  handsome 
boy  of  seventeen  studying  music  at  Frankfurt  was  admitted  to 
inner  intimity  with  George,  although  the  English  lad’s  laughing 
cynicism  (he  could  not  even  take  the  Master  himself  seriously) 
kept  a  dividing-line  between  the  two.  Cyril  Scott  afterwards  pub¬ 
lished  a  selection  of  translations  of  George’s  poetry  and  described 
their  relations  in  his  Years  of  Indiscretion  (1924).  What  George  ex¬ 
pected  from  the  Circle  emerges  from  a  strange  poem  in  Der  Stern 
des  Bundes: 

So  weit  eroffne  sich  geheime  kunde 
Dass  voll^ahl  mehr  gilt  als  der  teile  tucht 
Dass  neues  wesen  vorbricht  durch  die  runde 
Und  steiger t  jeden  ein^elgliedes  ivucht: 

Aus  diesem  liebesring  dem  nichts  entfalle 
Holt  kraft  sich  jeder  neue  Tempeleis 
Und  seine  eigne  -  grossre  -  schiesst  in  alle 
Und  flutet  wieder  ruckwarts  in  den  kreis . 

The  first  number  of  Blatter  fur  die  Kunst  proclaims  the  intention 
3f  the  group  to  begin  with  poems  from  which  rules  can  be  deduced : 
he  aim  is,  we  are  told,  die  ge is tige  kunst  auf  grund  ewer  neuen 
uhlweise  und  mache\  ( cMache\  normally  a  sarcastic  or  mercantile 
vord,  is  here,  in  accordance  with  Georgean  theory,  ennobled  by 
ts  context.)  In  the  first  Hefte ,  as  far  as  the  actual  poems  are  con- 
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cerned,  the  main  interest  is  in  the  contrast  between  the  soft  rhythm 
and  fluidity  of  Hofmannsthal  (whose  Der  Tod  des  Titian  enriched 
the  first  number)  and  the  hard  metallic  ring1  and  plastic  contours 
of  Stefan  George’s  contributions.  In  other  numbers  of  the  first 
‘sequence’  (Folge  is  the  term  used  for  the  volumes  of  the  journal) 
George  printed  his  translations  of  Verlaine,  Mallarme,  Swinburne^ 
d’Annunzio,  Jens  Peter  Jacobsen,  and  others.  Klein  in  one  of  the 
essays  he  contributed  pointed  out  that,  whereas  in  France  Parnas- 
sianism  was  completed,  in  Germany  it  was  not.  George  is  actually 
a  Mallarmean  Parnassian,  just  as  (to  give  another  example)  Richard 
von  Schaukal  combines  the  pictorial  and  cumulative  methods  of 
the  Parnassians  with  the  mystic  melancholy  of  the  symbolists.  It 
was  Klein’s  function  to  explain  the  new  technique;  the  foremost 
demand  is  that  the  poet  should  take  words  dulled  by  everyday 
usage  and  rear  them  aloft  in  a  belt  of  radiance.  Here  we  have  the 
very  secret  of  the  new  verse.  The  idea  is  not  new;  we  have  seen 
that  Liliencron  owed  much  of  his  originality  to  it.  But  whereas 
with  Liliencron  this  elevation  of  common  words  was  spontaneous 
or  even  devil-may-care,  and  at  all  events  one  of  the  elements  of 
his  realism,  with  the  aesthetes  it  is  a  conscious  canon  of  the  revised 
poetics.  George  himself  allocates  these  abrased  words  so  cunningly 
in  his  setting  that  they  are  coined  anew;  they  are  the  old  words 
and  rhymes,  but  used  as  they  have  never  been  used  before.  Rilke2 
states  the  doctrine:  ‘Not  a  word  in  the  poem  (by  this  I  mean 
und  or  der  ,  die  ,  “dasy,s)  is  identical  with  the  same  word  as  it 
is  known  to  conventional  usage ;  in  verse  or  in  poetic  prose  these 
words  are  like  enskied  constellations  linked  by  the  vast  law  of 
Creation,  transformed  in  the  very  heart  of  their  being,  in  such 
collocation  snatched  from  the  mere  intercourse  of  speech,  beyond 
corporeal  touch  and  undying.’  And  Rilke  put  the  doctrine  into 
beautiful  verse  ( Mir  %ur  Feier) : 

Die  armen  W or te,  die  im  -Alltag  darben , 
die  sytgen  blassen  Worte  lieb  ich  so, 
aus  meinen  Festen  schenk  ich  ihnen  Farben, 
da  lacheln  sie  und  werden  langsam  froh. 

1  Albert  Saint-Paul  characterizes  George’s  first  poems  as  ‘dreams  of  a  hero 

sunk  in  gloom,  dreams  lit  by  a  cold  blue  clearness,  like  rays  of  light  striking 
on  steel’.  ° 

2  Rainer  Marta  Rt/ke.  Aspects  of  bis  Mind  and  Poetry,  ed.  William  Rose  and 
Or.  Craig  Houston,  p.  169. 
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Sie  war  men  sich  die  weissen  Wlnterwangen  y 
am  Wander ,  welches  ihrem  Web  geschieht; 

sie  sind  noch  niemals  tn  Gesanggegangetg 

mid  schaudernd  schreiten  sie  in  meinem  Lied. 

George’s  style,  Klein  says  in  his  first  essay,  is  austerely  classic: 
rhymes  are  pure,  rhythm  is  faultless;  and  since  the  impression  is 
conveyed  by  a  meticulous  choice  of  consonants  and  vowels  the 
meaning  need  not  be  stated.  Sensations  are  felt,  not  phrased.  Verses 
which  seem  to  be  in  another  language  plunge  us  into  a  strange 
unrest.  And  all  runs  into  the  vast  diapason  by  which  we  are  moved 
as  by  strong  wine.  Perfect  as  the  form  is,  however,  the  worth  of 
the  poem  lies  in  its  deep  spirituality  (Seelentiefe).  Novels  are  to  be 
rejected  as  reporter’s  stuff  (Benchterstafterei) ;  and  the  theatre  is  on 
the  face  of  it  hopeless  because  it  has  to  be  commercial.  A  later 
essay  by  George  himself  is  often  quoted:  Wir  wollen  keine  erfindtmg 
von  geschichten  sonde rn  wiedergabe  von  stimmungen,  keine  betrachtung  son- 
dem  darstellung ,  keine  unterhaltung  sondern  eindruck.  Die  alteren  dichter 
schufen  der  mehr^ahl  mch  ihre  werke  oder  wollten  sie  wenigstens  angesehen 
haben  als  stutye  einer  meinung ;  einer  Weltanschauung  -  wir  sehen  in  jedem 
et  eignis,  jedem  e^eitalter  nur  ein  tnittel  kiinstlerischer  errestingd  He  ex¬ 
plains  that  in  his  poetry7  symbol  is  threefold:  that  of  the  individual 
words,  that  of  the  separate  parts,  and  that  of  the  -whole  which 
holds  the  deeper  meaning.  Ludwig  Klages  then  in  another  essay 
(II.  Folge,  v)  took  the  measure  of  a  poet  by7  his  power  of  finding 
signs  (==  symbols)  ‘for  the  mysterious  values  of  soul  and  universek 
Poetry  would  thus  be  a  kind  of  cipher,  and  the  cult  of  poetry 
would  be  a  secret  intelligence  system.  But  George  in  his  further 
interpretation  of  his  technique  in  his  book  of  prose  essays  Tage 
rnd  Taten  makes  more  of  the  mood  than  of  the  veiling  of  the 
meaning.  In  any  case  the  peril  of  this  attitude  -  or  pose  -  is  that 
form  becomes  paramount:  ‘the  worth  of  a  poem  is  fixed’,  says 
George,  ‘not  by  the  meaning  of  it  -  for  then  it  might  be  wisdom, 
learning  -  but  by  its  form’;  the  poet’s  task  is  thus  to  produce  by 
means  of  form,  or  in  other  words  by  sound  and  rhythm  (‘jenes  tief 
erregende  an  mass  rnd  klang ’),  a  mood  (Stimmmg)  which  is  not  bound 
to  sense  or  substance;  we  thus  get  a  process  akin  to  that  of  music. 
George,  therefore,  paints  with  vowels,  or  plays  on  them  just  as  a 
pianist  plays  on  keys;  he  tangles  his  constructions ;  he  swathes  the 
inner  meaning  of  the  poem  in  a  floating  veil  of  svmbol.  As  An  .kp 
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the  image  of  one  of  his  poems1)  the  linked  figures  frozen  in  a 
dance  under  dead  boughs  in  the  complicated  pattern  of  an  Oriental 
carpet  come  to  life,  some  evening  or  other,  with  the  dead  bouo-hs 
stirring,  chilling  the  spectator’s  sense  with  the  mystery  revealed 
so  the  secret  woven  intricately  into  the  poem  comes  with  the  gift 
of  its  beauty  -  but  not  at  call,  not  at  any  hour  accustomed;  to  the 
many  it  comes  never,  and  rarely  to  the  rare.  Poetry  is  thus  esoteric 
a  priestlike  evocation,  only  for  the  adept  in  the  ivory  tower. 

The  pose  of  perfection  which  George  assumed  for  his  verse  he 
cultivated  too  in  his  personal  appearance  and  in  his  relations  with 
the  outer  world.  Above  all  he  kept  his  distance.  His  attitude  to 
poets  not  in  his  Circle  was  almost  that  of  Algabal : 

ICH  bin  als  einer  so  wie  SIE  als  viele* 

Ich  tue  was  das  leben  mit  mir  tut 
Und  traf  ich  sie  mit  ruten  bis  aufs  blut: 

Sie  haben  korn  und  haben  fechterspiele. 

Which  means :  they  are  best-sellers ;  but  poetry  is  mine.  His  garb 
and  appearance  were  a  godsend  to  caricaturists :  they  made  his 
monocle  and  his  long  stiff  hair  pushing  out  Liszt-like  below  his 
tall  hat,  his  Cviermalgeschlungene  Kultkrawatte* ,  and  his  clean-shaven 
ascetic  face  familiar  to  the  irreverent.  There  was  a  rumour  that  he 
was  an  illegitimate  son  of  Liszt;  but  he  himself  prided  himself 
mightily  on  the  resemblance  of  his  pale  face  with  its  sunken  cheeks 
to  the  Hell-marked  profile  of  Dante.  (He  recited  his  verse  in  dark¬ 
ened  Berlin  salons  with  Rembrandtesque  candle-light  illuminating 
this  ascetic  profile  with  its  projecting  chin.)  When  Maximilian 
Dauthendey  first  met  him  he  was  almost  frightened  by  his  tall  hat 
and  frock  coat  and  cardinal’s  face. 

In  1 895  appeared  Die  Bucher  der  Hirten-  und  Preisgedichte ,  der  Sagen 
und  Sdnge  und  der  hangenden  Garten.  George’s  intention  in  this  book 
was  to  conjure  up  from  the  depths  of  his  being,  where  they  had 
slumbered  as  an  inheritance  from  the  past,  and  to  sing  into  verse 
the  primitive  forms  of  culture  -  (to  quote  Gundolf)  The  soul  of 
God  in  the  three  phases  of  history  -  pastoral,  medieval,  oriental  - 
whose  ideals  are  the  composite  substance  of  present-day  litera¬ 
ture’.  But  whereas  Classicism,  Romanticism,  and  Orientalism  had 
hitherto  worked  themselves  back  in  the  laborious  toil  of  scholar- 
1  Der  Teppich  in  Der  Teppich  des  Lebens. 
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ship  to  the  respective  periods  and  read  themselves  into  what  of 
these  vanished  ages  they  recalled  to  life,  George  (in  intention) 
re-creates  them  out  of  his  submerged  consciousness  and  puts  them 
before  us  in  the  actuality  of  their  ideals,  that  is,  as  thej  were.  If  this 
were  true  wre  could  not  reckon  George  with  Platen  and  Riickert 
as  one  of  die  f order  ten  Ta/enfe ’;  there  would  be  nothing  forced  in 
these  rebirths.  The  arrangement  is  that  of  a  triple  cycle  of  poems; 
and  the  s trophic  form  and  metres  of  each  part  are  intended  to 
convey  those  of  the  three  periods  re-created.  That  they  actually  do 
so  is  not  likely  to  be  admitted  by  scholars :  the  pastoral  poems  re¬ 
semble  those  of  the  French  neo-hellenists  (e.g.  Henri  de  Regnier) ; 
virile  the  medieval  poems  only  Tage/iedh&s  the  shape  and  melody 
of  a  Minnelied  -  but  not  of  a  Tagelied.  Characteristically  Georgean 
in  the  H/rfen-  mid  Preisgedichte  are  two  pen-pictures  of  Greek 
y  ouths,  Der  Ringer  and  Der  Saitenspieler.  The  wrestler  passes  in  the 
pride  of  his  naked  body,  and  does  not  see  even  his  parents  in  the 
cheering  crowd ;  and  of  the  curly-headed  lute-player  when  he  has 
sung  the  boys  dream,  silently  suffering  and  sleepless  under  the 
stars.  Der  Aus^ug  der  Ersilinge ,  in  iambic  trimeters,  indicates  the 
ethic  purpose  of  the  book :  to  show  in  ancient  Greece  the  unity  of 
God,  man,  and  world,  with  an  implied  contrast  of  the  religious, 
political  and  moral  disharmony  of  the  poet’s  own  day;  Greek 
}  ouths  on  whom  the  lot  has  fallen  accept  their  fate  and  depart  to 
seek  a  new  home.  In  all  the  variety  of  Greek  life  which  the  poems 
unfold  there  is  a  unity  ordained  by  the  gods,  controlled  by  the 
state,  and  accepted  by  the  people;  as  one  might  say  —  and  this 
Georgean  interpretation  of  a  model  state  (in  two  senses)  as  a 
totalitarian  contentment  with  what  has  been  commanded  from 
above  was  seized  on  in  the  Hitler  period.  George’s  historization 
of  self  appears  again  in  the  stately  blank  verse  of  Der  Herr  der 
Insel:  fishermen  relate  that  upon  an  island  rich  in  spice  and  oil  a 
bird  with  wings  "dyed  as  with  ichor  of  the  Tyrian  snail’  would  by 
day  hide  in  the  forests  and  by  night  stray  to  the  shore,  and  there 
sing  so  sweetly  that  dolphins,  those  friends  of  song,  wmuld  swim 
landwards.  But  when,  by  happy  guidance,  white- winged  ships 
found  this  island  the  bird  made  his  moan  and  died.  It  is  the  legend 
of  the  poet  who  sings  only  in  solitude  and  only  to  the  lovers  of 
song  —  not  to  the  Phoenicians.  Gundolf  asserts  that  in  the  central 
series  of  lyrics,  Sagen  und  Singe ,  George  by  sheer  intuition  has  cap¬ 
tured  the  mystic  essence  of  the  Middle  Ages,  whereas  the  medieval 
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poets  themselves  had  merely  rendered  the  social  conventions  of 
their  age.  This  is  a  fanciful  statement.  Stefan  George’s  knowledge 
of  the  medieval  mind  was  too  shallow  for  these  poems  to  have 
any  value  as  interpretations  of  medieval  mentality;  what  he  gives 
us  is  merely  his  own  conception  of  the  states  of  mind  of  knight, 
squire,  poet  and  hermit ;  and  this  conception  is  just  what  he  in¬ 
tended  it  not  to  be  -  romantic ;  romantic,  because  it  is  based  on 
false  intuition.  The  situation  and  pose  may  be  medieval;  the  spirit 
is  modern.  The  Parzival  and  Holy  Grail  poems  (Die  Tat ,  Irrende 
Schar,  Der  Einsiedel )  have  the  mood  of  Wagner,  not  of  Wolfram. 
George’s  Frauenlob  is  not  the  dull,  didactic  rhymester  of  decayed 
Minnesong,  but  the  romantic  minstrel  of  the  myth:  he  sees  his 
black  coffin,  draped  in  black  cloths,  borne  to  the  Minster  by 
maidens  who  -  widows  now  of  Beauty’s  priest  -  pour  noble  wines 
and  flowers  and  precious  stones  down  into  his  grave.  This  is  not 
to  say  that  the  distinctive  elements  of  the  medieval  and  of  the 
other  two  periods,  as  they  serve  for  literature,  are  not  magically 
evoked;  e.g.  the  plastic  beauty  of  Greek  form,  Catholic  spirituality 
and  the  ideals  of  chivalry,1  the  glaring  colours  of  the  Orient; 
notably  in  the  medieval  central  piece  Sporenwache,  one  of  the  most 
intense  renderings  in  all  literature  of  the  theme  of  the  spiritual 
consecration  of  the  chosen  one  to  his  ideal.  If  we  would  appreciate 
these  careful  poems  we  must  remember  that  the  idea  is :  I  (ICH) 
was  this  squire  dreaming  the  night  out  in  the  visionary  chapel, 
I  was  this  Frauenlob  unkissed  and  ripe  for  death;  for  in  me  is  the 
multifarious,  mysterious  past;  and  this  poem  is  a  recovery  for  my¬ 
self  of  a  past  dim  phase  of  my  existence.  The  theme  of  Die  hangenden 
Garten  has  some  affinity  with  AlgabaT.  it  limns  in  a  voluptuous 
setting  the  tyrannic  power  of  Oriental  potentates.  The  visions  are 
again  essentially  romantic :  the  conqueror  striding  in  the  taken 
city  over  corpses  and  raising  (as  might  Holofernes)  his  smoking 
sword  to  his  god;  the  child  who  is  to  be  Sultan  pictured  in  all  the 
pomp  of  his  future  state  (Kindliches  Konigtum :  no  doubt  once  more 
the  poet  calling  up  the  splendour  in  his  blood) ;  white  aras  with 
saffron-yellow  crowns,  songless  and  with  wings  never  unfolded 
behind  their  grating  dreaming  of  distant  palms ;  the  anointing  of 
the  bride  with  oil  and  salves  for  the  Caliph’s  bed2;  strophes  of 

1  E.g.  Mannentreue  in  Der  Waffengefdhrte ,  Marienkult  in  Das  Bild. 

2  An  obsession  of  Heinrich  von  Kleist :  4  Von  Salben  triefend  me  die  Perser - 
brauf . 
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sensuous  longing  -  exceptional  in  the  work  of  this  anti-feminine 
poet  -  with  the  cumulative  imagery  of  the  Song  of  Songs  - 

Saget  mir  auf  welcbem  pfade 
Heufe  sie  voruberschreite  — 

Dass  ich  am  der  reichsten  lade 
Zarie  seidenweben  hole  * 

Rose  pflucke  und  viole  • 

Dass  ich  meim  wange  breite  * 

Scheme!  miter  ihrer  sohle. 

One  essential  feature  of  George’s  creed  Is  that  his  books  should 
be  topographically  beautiful.  Das  Jahr  der  Seek  (1897)  and  the 
following  volumes  were  produced  by  the  artist  Melchior  Lediter, 
who  had  already  been  the  apostle  in  Germany  of  the  Kelmscott 
Press.  And  so  Stefan  George’s  books  have  the  collecting  lure  of 
fine  porcelain.  In  Das  Jahr  der  Seek  we  have  a  perfectly  symmetrical 
construction  of  three  parts  in  each  of  three  sections/ with  the  first 
section  (After  the  Vintage ,  Pilgrims  in  Snow ,  Triumph  of  Summer) 
and  the  third  section  (Traurige  Tan^e)  revolving  round  the  central 
section  (Jdberschriften  und  Widmungen'.  poems  intensely  personal  or 
devoted  to  the  poet  s  friends).  In  this  book  George’s  figure  as  an 
Introspective  comes  with  ghostlike  footfall,  freed  from  pilgrim’s 
weeds  and  Emperor’s  purple  and  priest’s  vestments  -  comes  with 
ever-varied  visions  as  the  pure  soul  of  a  poet.  The  poems  are 
mostly  in  the  Du  form,  but  George’s  hint  in  his  foreword  is  that 
Ich  and  Du  are  identical;  the  poems  are  addressed  to  meim  dustre 
schwester ,  who  comes  at  twilight,  as  we  are  told  in  Zu  meinen  trdumen 
floh  ich.  vor  dem  volke\  by  this  happy  device  -  George’s  usual  dicho¬ 
tomy  into  self  and  personified  soul  (. Doppelmg  or  Gegensatefichkeit 
as  in  the  case  of  Goethe)  -  the  theme  of  the  poems  is  covered  by 
a  veil  of  gauze  and  reverie  is  dramatized.  Mystery  is  intensified  by 
reminiscences  of  far-off  long-forgotten  things,  or  recalls  the  soul- 
inspired  moods  of  previous  volumes.  After  the  poet’s  wooing  of 
his  dark  sister  soul  come  the  tCherschriften ,  superscriptions  which 
in  the  first  person  reveal  the  very  nature  of  the  poet  and  of  his 
verse,  and  the  Widmungen  to  his  friends.  Then  all  the  tragic  sadness 
of  the  poet  who  has  sacrificed  the  world  for  the  Muse  is  gathered 
into  the  self-revelations  of  Traurige  Tan^e.  The  lyrics  of  the  first 
section  have  something  of  the  charm  of  landscape,  but  this  is 
delicately  remote.  Really  there  is  no  landscape,  but  onlv  ctvstallt'za- 
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tions  of  the  mood  of  a  soul.  What  we  do  get  are  Baudelairean 
‘correspondences’  of  the  poet’s  inner  state  with  the  outer  state  of 
nature,1  with  the  dying  splendour  of  autumn  {‘glan^erfullte  sterbe- 
wochen'),  fullness  of  fruits,  the  sick  scent  of  yellowing  leaves  car¬ 
peting  the  gravelled  garden  paths,  the  flight  of  wild  swans  -  in 
short,  all  the  old  sensations  of  sight  and  sense  of  romanticism  but 
lifted  out  of  personality  into  a  spirit  world. 

The  general  scene  of  Nach  der  Lese  is  a  city  park  with  a  pond 
and  fountains  with  basins  of  basalt;  but  the  famous  poem  Kowm 
in  den  totgesagten  park  und  schau  ...  is  not  this  park  in  autumn  but 
the  impressions  of  this  particular  autumn,  with  its  fullness  of 
colours  to  weave  into  the  verse  of  an  autumnal  soul;  Wirschreiten 
auf  und  ah  im  reichen  flitter  |  Des  bucbenganges  ...  is  just  this  moment 
when  through  the  grating  of  the  park  gate  an  almond  tree  is  seen 
miraculously  blooming  for  the  second  time  in  the  year  and  ripe 
fruits  are  heard  falling  (and  may  there  not  be  a  second  blooming 
of  verse  and  ripe  fruits  of  song?).  These  illusory  landscapes,  too, 
typically  begin  with  a  prepared  situation;  that  is,  the  reader  must 
create  the  situation  by  feeling  himself  backwards  in  the  mood 
Thus 

Gemahnt  dich  noch  das  schone  bildnis  dessen 
Der  nach  den  schluchten-rosen  kuhn  gehascht- 
Der  iiber  seiner  jagd  den  tag  vergessen- 
Der  von  der  dolden  vollem  seim  genascht? 

Der  nach  dem  parke  sich  %ur  ruhe  wandte  • 

Trieb  ihn  ein  fliigelschillern  all^uweit- 
Der  sinnend  sass  an  jenes  weihers  hante 
Und  lauschte  in  die  tiefe  heimlichkeit .  .  . 

Und  von  der  insel  moosgekronter  steine 2 
Verliess  der  schwan  das  spiel  des  rvasserfalls 
Und  legte  in  die  kinderkand  die  feme 
Die  schmeichelnde  den  schlanken  hals. 

is,  as  Hofmannsthal  interprets  the  poem  in  his  Gesprdch  iiber  Ge- 
dichte,  a  reminiscence  of  the  poet’s  childhood  literally  recorded; 
the  landscape  setting  —  quite  simple  —  is  a  boy  by  a  pond  in  a  park; 

1  Gundolf  might  call  it  Zweieinigkeit ,  a  unity  of  two. 

•  v! ^ote  tangkd  construction :  the  first  two  stanzas  question,  the  third 

witn  an  abrupt  transition  relates  what  followed  in  the  picture  evoked. 
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and  the  magic  lies  not  in  the  description  of  the  scene  but  in  the 
association  of  ideas  with  the  evocative  melodv  of  the  individual 
words:  ‘swan’,  for  instance,  is  not  the  ornithological  specimen 
but  the  snow-white  neck,  gleaming  over  dark  waters,  of  HebbeFs 
poem1  or  (we  might  add)  fondling  the  thighs  of  Leda3;  this  swan, 
as  the  word  awakens  ripples  of  memory,  floats  double,  swan  and 
shadow.3  The  magic,  then,  is  in  the  words,  not  in  the  symbol; 
which  recalls  Herder’s  too  energetic  definition  of  poetrv :  die  in 
den  Worten  innewohnende  Kraft.  But  the  magic  may  lie,  too,  in  a 
startling  transposition  of  sense:  Der  reinen  wolken  unverhofftes  blau 
for  ^instance  -  the  blue  is  really  between  the  clouds ;  but  these  must 
be  rein  ,  since  they  are  rimmed  with  bays  of  blue.  The  Superscrip¬ 
tions  at  the  heart  of  the  book  are,  as  self-characterization,  superb. 
The  pose  of  the  poet  tragic  because  poet  is  apt  to  be  slightly  comic, 
and  the  self-portrait  of  the  second  S prude  fur  die  gehdenen  in  T.  is 
that  b}  which  those  who  scoff  at  George’s  cpose’  know  him  —  as 
one  fate-stricken  in  marble  halls,  melancholy  even  in  the  fulfilment 
of  his  mission,  toying  with  the  flashing  gem  on  his  tapering  finger, 
clad  in  the  purple  of  kings  and  with  visage  bowed  down  upon  the 
purple.  There  can  be  no  hiding  the  fact  that  George’s  poetry  is 
from  start  to  finish  cult  of  self;  and  if  aesthetics  is  a  science  de¬ 
duced^  from  extant  masterpieces  a  canon  should  now  be  added  to 
the  effect  that  adoration  of  the  ideal  self  is  as  fruitful  an  inspiration 
for  poetry  as  adoration  of  the  ideal  female.  In  George’s  case  the 
obsession  is  not  offensive,  partly  because  the  poems  are  so  delicate 
and^  subtle  and  partly  because  the  poet  himself  is  not  shown  as  a 
reality  but  as  a  shadowy  form  or  rather  all  spirit. 

Der  Teppich  des  Lebens  (1899)  *s  generally  considered  to  be 
George  s  most  difficult  work;  the  pattern  of  the  book  is  that  of 
the.  Oriental  carpet  he  describes  in  the  first  poem  of  Part  II  and 
which  we  have  quoted  to  characterize  the  form  and  tenor  of  his 
poetry.  The  theme  is  —  life ;  but  life  in  the  sense  of  the  philosophers 
as  the  primitive  force  which  appears  in  terms  of  space  and  time 
and  which  is  only  made  conceivable  to  the  human  mind  by  the 
dissolution  of  these  terms  in  death.  Death,  however,  since  it  re¬ 
veals  the  limits  of  space  and  time,  is  the  perfection  or  perfecting 
(Vollendung)  of  life;  here  Stefan  George  touches  Rilke,  but  whereas 

1  Von  dunkelnden  Wogen, 

I  Friedrich  Schlegel,  Prologue  to  Lucinde;  Rilke’s  and  Felix  Braun’s  Leda. 

3  Wordsworth:  Yarrow  Unvisited. 
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Rilke’s  conception  of  development  to  divine  perfection  is  centri 
fugal  or  pure  humanity,  that  of  George  is  centripetal  or  deification 
of  the  ego.  The  meaning  of  Der  Teppich  des  Lebens  is,  apparently 
that  the  world  consists  of  chaos  and  form,  and  that  form  is  created 
by  life  from  chaos ;  but  the  law  is  that  what  is  formed  by  life  must 
perish.  However,  in  all  this  alternation  of  creation  and  decay  one 
form  of  creation,  and  one  only,  resists  the  eternal  process  of  dis¬ 
solution  -  what  the  mind  creates,  particularly  what  the  mind  of 
the  poet  creates;  and  therefore  art  is  the  sublimation  of  life.  And 
since  the  artist  creates  his  own  world  he  too  is  related  to  creation 
as  God  is  to  His  universe;  he  is,  therefore,  God,  and  as  such  to  be 
adored.  Once  again  the  volume  is  monumentally  architectural  and 
in  triple  form:  whether  because  (as  in  the  sonnet)  two  pillars  are 
needed  to  support  a  roof,  or  because  (as  in  the  Trinity)  the  arch 
of  the  spirit  (der  Geist)  must  span  the  two  pillars  of  creator  and 
created,  or  because  Dante’s  Divine  Comedy  (to  George  the  supreme 
revelation  of  art)  is  tripartite,  is  a  problem  which  may  be  posed 
and  looked  at.  One  commentator1  even  points  out  that  the  three 
sections  are  dominated  respectively  by  Verb  (movement  in  time), 
Noun  (fixed  position  in  space),  and  Adjective  (hovering  above 
time  and  space);  or  in  other  words  by  Sense,  Measure,  Sound.  In 
the  face  of  George’s  insistent  symmetry  one  is  tempted  to  ask: 
can  inspiration  be  mathematical  ?  If  one  were  to  say  that  ecstasy 
does  not  create  in  polygons  Stefan  George’s  Circle  might  answer 
that  God,  as  the  spirit  contriving  beauty,  does  so  create;  to  which 
the  answer  should  be  that  Stefan  George  is  an  intellectual  deviser 
of  symmetrical  forms  but  that  perfect  symmetry  does  not  prove 
him  to  be  an  inspired  poet.  In  sum,  it  is  the  old  antithesis  of  mind 
and  imagination;  and,  though  both  are  good,  even  in  poetry,  the 
result  might  be  that  George  sometimes  awakens  Geist  but  not 
Begeisterung. 

In  Das  Vorspiel,  the  first  part  of  Der  Teppich  des  (Lebens ,  a  naked 
angel  appears  to  the  poet  and  announces  that  Life  Beautiful  (das 
schone  leben)  has  sent  him  as  envoy.  This  has  an  air  of  medieval  alle- 
gory,  but  it  is  philosophy  —  Life  is  here  conceived  as,  according  to 
Gundolf,  the  triad  of  forces  interpreted  in  Das  Jahr  der  Seek :  nature, 
fate,  and  soul;  which,  as  a  unity,  are  given  the  name  of  spirit  (der 
Geist) ;  and  the  spirit  which  is  the  law,  the  meaning,  and  the  shape 
of  this  life  appears  to  the  poet  in  corporeal  form  as  the  angel.  The 

1  W o/ters,  p.  199. 
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angel  brings  a  message  which  is  interpreted  as  indicating  a  re¬ 
covery  by  George  of  his  German  heritage :  he  bids  the  poet  be 
cured  of  that  Drang  nach  Suden  which,  as  we  all  know,  means  so 
much  in  German  literature;  bids  him  turn  away  from  the  dizzy 
precipices1  and  the  charmed  miasmas  of  southern  landscapes  to 
the  bracing  breath  of  the  northern  spring,  the  eternal  mystery  of 
Nordic  runes,  and  to  the  treasure  of  his  own  people  guarded  by 
the  Rhine,  that  river  green  like  fresh  young  life : 

Du  findest  das  geheimnis  ewiger  runen 
In  dieser  balden  strenger  linienkunst 
Nicht  nur  m  mauermeeres  ^auberdunst. 

<Schon  lockt  nicht  mehr  das  Wunder  der  lagunen 

Das  allumworbene  trummergrosse  Rom 
Wie  herber  eichen  duft  und  rebenbluten 
Wie  sie  die  Deines  volkes  hort  behuten  - 
Wie  Deine  wogen  -  lebengriiner  Strom\> 

This  seems  a  definite  return  to  ideals  which  today  would  be  called 
volkhaft\  but  poem  VII  still  gives  tender  expression  to  George’s 
neo-hellenism,  with  its  contrast  of  crowds  following  the  Cross 
that  will  for  long  be  the  light  of  the  world  with  the  little  group  on 
quiet  paths  on  whose  banners  is  inscribed :  ‘Hellas  ewigunsre  liebed 
Stefan  George’s  prose  is  collected  in  Tage  und  Taten  (1902),  His 
prose  style  is  clear  and  hard-toned ;  it  has  the  aesthete’s  rarity  of 
diction.  Instead  of  the  gliding  undulation  of  Hofmannsthal’s  prose 
or  the  incapsulated  complexity  of  Gundolf’s,  it  has  the  concise¬ 
ness  of  short  periods  weighted  with  authority,  every  individual 
word  sharply  marked  and  self-poised;  the  tone  is  supercilious  and 
may  be  scornful,  but  is  never  witty.  In  the  Robreden  the  appreci¬ 
ations  -  of  Mallarme,  Verlaine,  Jean  Paul,  Holderlin  -  are  both 
generous  and  subtle.  The  Betrachtungen  state  in  the  shortest  possible 
compass  George’s  poetic  creed.  The  second  edition  (1925)  is  ex¬ 
panded  and  revised. 

George’s  verse  translations  take  rank  with  the  best  in  the  lan¬ 
guage.  Of  his  Baudelaire  (Die  Blumen  des  Bdsen),  and  his  transla¬ 
tions  from  Verlaine,  Mallarme,  Stuart  Merrill,  Henri  de  Regnier, 
d’Annunzio,  Albert  Verwey,  Swinburne,  Ernest  Dowson,  Wac- 
law  Lieder,  and  others  (Zeitgenossische  Dichter,  2  vols.)  one  would 
1  Italy  is  imaged  as  in  Goethe’s  Kennst  du  das  Land .  .  . 
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hardly  say  that  they  fulfil  Goethe’s  summary  direction  to  tram, 
lators:  S doner/,  but  they  have  the  distinction  and  dignity  of  hi* 
own  verse.  French  critics  charge  him  with  a  wilful  shaping  to  M 
own  image  of  the  poets  he  translates;  thus  Baudelaire  waste  fj 
hrst  and  foremost  the  hieratic  poet  sundered  by  virgin  austeri^ 
from  the  barbarians,  and  therefore  he  tones  down  by  skilful  mani 
pulations  the  perversities  and  cynical  pessimism  of  the  Flowers  of 
Evil.  There  is  more  to  be  said  against  his  later  translations  of  Dante 
(1912;  Vols.  X/XI  of  Collected  Works),  because  he  translated 
those  parts  of  the  Divine  Comedy  which  he  could  identify  with  his 
own  visions  of  the  Realm  of  the  Blest,  and  of  Shakespeare’s  son¬ 
nets  (1909;  Vol.  XII  of  Gesamt-Ausga.be') ,  because  what  he  brims 
out  is  the  Georgean  cult  of  male  beauty  (to  quote  his  Introduction- 
die  weltschaffende  kraft  der  iibergesdledtliden  Hebe’). 

Few  would  deny  that  among  George’s  most  beautiful  poems 
are  those  which  give  an  angel-like  semblance  to  some  boy  or 
other:  Der  Infant,  Der  Ringer,  Der  Saitenspiekr,  Der  Tag  des  Hirten 
Sporenwade.  It  is  hard  to  see  the  angel  in  the  figure  of  Algabal; 

*S’  fke  ot^er  boys,  the  projection  into  an  image 

of  Stefan  George  himself  as  ephebos,  Rilke  projects  his  soul  differ- 
ently:  his  maidens  image  his  soul  in  its  virgin  purity  quivering 
for  conception  and  creation;  but  both  Rilke  and  George  finish  by 
fashioning  their  double  rather  than  their  image  (though  a  double 
is  of  course  identical)  in  the  shape  of  a  divine  form.  Rilke  says 
angel ,  George  God’ ;  and  it  is  almost  incredible  that  George 
presents  his  ‘God’  in  the  person  of  a  beautiful  boy  he  discovers 
m  Munich  -  Maximin.  Of  Maximin  in  the  flesh  all  we  know  is 
that  in  addition  to  his  physical  beauty  he  was  unspotted  from  the 
world  (‘raw  von  alien  Anwiirfen  der  Zeif),  heroic,  that  he  had  in  his 
eyes  the  mystic  glimmer  of  the  far-away,  and  that  he  died  young, 
leaving  George  inconsolable.1 ...  The  discovery  of  the  God  came 
at  a  time  of  mental  stress :  three  of  his  disciples,  Wolfskehl,  Schuler, 
and  Klages,  had  staged  an  incipient  revolt:  as  a  result  of  their 
antiquarian  studies  they  had  discovered  that  man  at  the  dawn  of 
history,  and  still  more  when  he  was  a  dweller  in  swamps,  was  the 

rilhre^^n  wan<?en  / ms  jn  sinnlosem  schmer %  dass  wir  niemals  ivieder  diese  bande  be- 
of  M a’-nmlTT  T- mats  meder  diese  lippen  kussen  durften.’  George  told  the  story 
ethebn  r  ‘in  n,  *  klRd  °f  ?t/0va  ~  and  he  stresses  the  fact  that  he  met  the 
Drinterl  ^  7ay  t^S  my  mortal  life’)  in  his  Maximin- Gecknkbuch, 

B/atternfirdie^Kms™  repnnted  seParateIy  from  the  third  Auskse  aus  den 
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slave  of  woman.  Their  gospel  was  the  Mutterrecht  ( 1 8  6 1)  of  Johann 
Jakob  Bachofen,  who  sees  in  the  "raging  rapture  and  ordering 
motherly  care’  of  woman  the  principle  of  the  organic;  and  from 
this  gynaxocracy  they  evolved  a  new  cosmic  philosophy  (whence 
they  are  called,  in  the  relevant  literature,  cdie  Kosmikef)  in  which 
Eros  is  female.  It  seemed  possible  that  George  might  be  deposed 
from  leadership  of  the  Circle  because  of  his  cPersomnkuIt\  that  is, 
his  cultus  of  male  friends;  and  in  any  case  this  cult  of  the  female 
in  all  her  primeval  superiority  was  bound  to  be  anathema  to  a 
declared  gynophobe  like  George.  His  lambs  (including  Gundolf) 
returned  to  the  fold  when  he  asserted  his  authority;  and  it  is  pos¬ 
sible  that  the  production  of  his  God  was  not  precipitated  by  this 
crisis ;  what  is  certain,  however,  is  that  Maximin  restored  his  peace 
of  mind.  In  Maximin  he  found  the  realization  of  his  dream  and 
the  fulfilment  of  his  religion:  body  made  God  and  God  made 
body.  Having  the  spiritual  idea  of  the  God  he  demanded  its  visual 
perception.  (As  some  of  the  schoolmen  reasoned:  the  idea  of  a 
thing  can  only  exist  if  the  thing  itself  exists.)  Thus  he  created 
God.  Gundolf  interpreting  says  that  male  beauty  (Eros)  excites 
the  spiritual  desire  of  procreation  just  as  the  beautiful  female 
(Aphrodite)  excites  the  physical  desire  of  procreation.  Only  the 
Greeks1  and  the  Germans,  he  adds,  have  deified  beautiful  youths, 
because  these  inspire  to  heroic  deeds  and  spiritual  creativeness. 

Maximin  as  the  newT  God  appears  in  Der  siebente  King  (i 907-11). 
The  book  falls  into  seven  parts,  each  with  poems  to  a  multiple  of 
seven  -  a  holy  number.  The  central  part  is  Maximin ;  and  round 
the  revelation  of  divinity  in  this  central  part  revolve  the  poems  of 
the  other  three  parts  on  each  side,  the  central  idea  being  to  show 
the  existence  of  divine  beauty  in  a  world  which  had  seemed  deser¬ 
ted  by  God.  Since  God  is  revealed  in  the  beautiful  body  of  man, 
man  is  divine;  and  divine  too  is  the  world  in  which  man  appears 
as  God;  therefore  we  must  animate  all  things  with  the  divine 
essence  which  is  thus  proved  to  be  on  earth,  and  thus  we  shall 
prepare  the  "new  life’. 

1  Ernst  Morwitz  -  whose  book  on  George  is  the  clearest  and  most  sensible 
there  is  -  points  out  cdass  die  Griechen  an  einem  wiederkehrenden  Test  die  Gestalt 
des  Apoll  in  einem  Knaben  verkorpert  sahen ,  ihn  durch  das  Land  sandten  und  das 
Geheimnis  der  noch  alle  lebendigen  Keime  umschlies sender  Jugendform  dadurch  feierten, 
dass  sie  ihn  wahrend  seines  U manges  als  den  Gott  selbst  anbeteten.  Den  Sinn  dieses 
Erlebnisses  sucht  der  Dichter  in  den  V ersen  iAuf  das  Leben  und  den  Tod  Maximins* 
von  verschiedenen  Sichtwinkeln  aus  %u  fas  sen  l 
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This  quest  of  a  new  God  (‘ Gottsuchertum ’)  had  been  an  obsession 
in  Germany  from  the  beginning  of  the  century,  and  is  traceable 
to  the  destruction  of  the  Christian  God  by  Nietzsche  (‘ der  Morder 
Gottes ’)  in  order  to  create  £a  living  God’.  Nietzsche’s  new  God 
was  an  idea  that  different  writers  shaped  to  their  own  fashion 
The  ‘Kosmker’,  George’s  own  runaways,  had  aimed  at  making  a 
new  religion  of  the  supremacy  of  woman,  that  is,  of  sex;  Dehmel 
deified  the  sexual  impulse;  in  Gerhart  Hauptmann  the  speculation 
had  taken  the  form  of  the  interpretation  of  religious  mania  -  Her¬ 
mann  Stehr  probed  the  mystics;  H.  F.  Blunck  was  later  to' quest 
a  new  Saxon  God;  and  Thomas  Mann  in  his  novels  of  Jacob  was 
to  show  that  all  religion  can  be  reduced  to  a  simple  sex  symbolism. 
The  form  this  God-seeking  took  in  Der  siebente  Ring  horrified  even 
some  of  the  initiates  of  the  Circle.  The  utter  rejection  of  woman 
as  divinity  was  rooted  in  George’s  masculine  nature,  but  the  ex¬ 
pression  of  it  was  no  doubt  heightened  by  the  divagations  of  the 
Kosmiker.  The  problem  was  whether  or  not  Maximin  was  spirit. 
Albert  Verwey  pointed  out  that  whereas  hitherto  for  George  the 
divine  had  been  spirit,  of  which  he  was  the  priest,  now  he  claimed 
leadership,  in  a  concrete  German  state,  of  a  defined  sect  of  wor¬ 
shippers.  And  the  God  his  community  was  commanded  to  wor¬ 
ship,  Verwey  hinted,  was  a  Greek  Christ  (that  is,  a  beautiful  youth 
hailed  as  divine),  worshipped  -  as  Christ  had  been  by  His  disciples 
-  in  the  recollection  of  his  presence  on  earth.  To  Verwey,  Dutch 
Protestant  as  he  was  (and  Englishmen  will  generally  agree  with 
him),  there  was  something  Popish  in  this  setting  up  of  an  idol; 
and  to  George’s  elevation  of  a  mortal  above  his  fellows  Verwey 
opposed  the  Dutch  doctrine  of  the  equality  of  all  as  the  very 
essence  of  religion.  On  the  other  hand,  the  worship  of  the  dead 
God  was  accepted  by  the  Circle  generally  as  the  logical  culmin¬ 
ation  of  George’s  God-seeking :  in  Maximin,  they  argue,  he  —  like 
Nietzsche  an  enemy  of  Christianity  -  creates  his  own  Christ,  as  a 
symbol  that  any  one  whose  life  is  consecrated  to  divine  aspiration 
may  create  God  in  himself.  This  is  accepted  mystical  doctrine: 
‘God’  is  the  image  of  ultimate  spiritual  goodness  created  by  every 
religious  individual,  and  as  an  image  must  bear  the  features  of  His 
creator’s  individual  ideal :  hence  the  Nordic  featuring  of  Christ  as 
a  golden-bearded  soft-eyed  Vandyke  gentleman.  But  George  as  a 
mystic  proper  is  unthinkable  —  for  he  has  not  stripped  his  being 
of  J  -  indeed  he  is  all  I.  His  God  is  thus  merely  his  I  projected 
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from  his  Dantesque  frame  into  the  body  of  a  beautiful  boy.  Gun- 
dolf,  with  a  brilliant  display  of  scholastic  argument,  identifies 
George’s  boy-God  with  the  Greek  Eros.  To  the  Greeks,  he  says, 
Eros  was  not  a  God  of  sex  but  a  God  of  pure  spirit  (Seelengotf) ; 
and  as  such  he  appears  as  Beauty  in  Greek  sculpture.  God  is  made 
body  by  the  ritual  of  Consecration,  which  the  Roman  Catholic 
Church  has  taken  over  in  a  transmuted  form.  But  Christianity 
differs  radically  from  this  Greek  religion  in  that  for  Eros  it  substi¬ 
tutes  Caritas ;  and  while  Eros  is  the  consecration  and  taking  over 
into  oneself  of  Thou,  Caritas  is  the  sacrifice  of  J,  which  passes  into 
Thou.  [This  Christian  process,  moreover,  is  extended  to  man’s  love 
of  woman,  while  the  (Platonic)  love  of  man  for  man  enhances 
itself  by  absorbing  the  worshipped  male.]  And  again:  in  Christian¬ 
ity  the  body  (of  Thou  as  of  I)  is  cast  aside  and  denied,  while  in  the 
worship  of  Eros  the  (beautiful)  body  is  the  very  substance  of  the 
cult.  Nor  does  Christianity  keep  the  primitive  ideality  of  its  doc¬ 
trine:  Caritas  becomes  Voluptas  or  sensual  desire,  and  morality 
takes  the  place  of  holiness.  Thus  the  Christian  world  is  cde-godded’ 
(entgoitef) ;  except  only  that  pantheism  and  mysticism  use  the  term 
‘God’  to  denote  something  supranatural  hid  in  the  mists  of  dis¬ 
tance.  The  very  essence  of  Greek  religion,  however,  was  the  actual 
presence  of  the  god,  that  is  (in  all  its  implications)  Diesseitigkeii ,  the 
doctrine  that  Heaven  is  here  below,  whereas  Christianity  is  the 
religion  of  the  Beyond  ( Jenseitigkeit ),  that  is,  the  negation  of  the 
divine  on  earth  as  of  the  blessedness  which  comes  from  the  ador¬ 
ation  of  the  Beauty  of  this  tangible  Presence.  When,  therefore, 
Christians  speak  of  paganism  as  the  cult  of  lusts,  as  hedonism, 
they  are  blinded  by  the  Christian  lies  which  Nietzsche  nailed  to 
the  Cross ;  deification  of  the  body  (Vergotfung  des  Lezbes)  is  not  the 
same  as  the  worship  as  divine  ( Vergotterung )  of  the  functions  of 
the  body.  Literally,  what  George  does  is  to  restore  the  non-sensual 
worship,  in  the  primitive  Greek  and  Platonic  sense,  of  Eros,  Kai- 
ros.  Consecration,  and  Beauty.  And  to  George  Eros  is  love  which 
creates  man  and  world;  Kairos  is  the  fruit  which  grows  from  their 
wisdom;  Beauty  can  be  seen  by  those  only  who  are  transformed 
(durchbildet)  by  the  purification  of  their  sensorial  life  {sinnliches  Da- 
Sein) ;  and  these  by  their  very  nobility  (not  by  mystic  ecstasy  or 
asceticism)  achieve  the  appearance  of  God  in  the  body.  That  is 
(one  assumes) :  the  elect,  and  they  only,  recognize  physical  beauty 
and  its  divine  attributes  when  they  see  it.  If  one  asks  why  this. 
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George-created  Christ  must  needs  be  a  beautiful  boy  the  answer  » 
of  course  that  the  Greek  ideal  of  beauty  is  to  give  physical  trans¬ 
figuration  to  the  pure  spiritual  conception  of  the  divine  For  Stefan 
George  as  for  Nietzsche  it  is  the  Greek  ideal,  not  the  diseased 
Jewish  denial  of  physical  beauty,  which  is  to  rejuvenate  the  de 
cayed  world;  and  perhaps  the  worshipping  of  Maximin  is  nothin? 
more  than  a  cry  to  the  incredulous :  Ecce  homo,  Lo !  this  is  Man 

Or:  new  man  by  his  new  faith  in  beauty  will  himself  be  beautv 
transfigured  by  spirit.  ^ 

Actually  those  who  should  know  best  (now  that  the  individual 
istic  subtleties  and  the  self-assertion  of  the  more  intimate  Circle 
members  are  fading  into  a  semblance  of  myth)  claim  that  the  key 
to  the  Maximin  problem  is  mein  urbild  (with  mein  stressed)  the 
‘essential  image  of  myself’,  in  this  poem  of  Der  Stern  des  Bundes: 

Wer  ist  dein  Gott?  All  meines  traums  begehr- 
Der  nachsie  meinem  urbild ■  schon  rnd  hehr. 

Was  die  gewalt  gab  unsrer  dunklen  schosse 
Was  uns  von  jeher  wert  erwarb  und  grosse  - 
Geheimste  quelle  innerlichster  brand: 

Dort  ist  Er  wo  mein  blick  %u  reinst  es  f and. 

Der  erst  dem  einen  Loser  war  und  Lader 
Dann  neue  wallung  giesst  durch  jede  ader 
Mit  frischem  saft  die  fruhen  gotten  schwellt 
Und  alles  abgestorbene  wort  der  welt. 

Der  gott  ist  das  gebeimnis  hochster  weihe 
Mit  strahlen  rings  erweist  er  seine  reihe : 

Der  sohn  aus  sternen^eugung  stellt  ihn  dar 
Den  neue  mitte  aus  dem  geist  gebar. 

And  this  self-revelation  in  vision  is  the  secret  of  that  renewal  of 
sty  e  and  conception,  that  new  and  divine  consecration,  which  is 
throughout  the  very  essence  of  George.  There  is  no  beauty  like 
t  at  °  reek  poetry ;  and  George  has  the  intense  conviction  that 
he  has  found  the  secret  of  that  ancient  irradiation:  the  poetry  that 
never  was  since  the  days  of  Hellas  he  has  brought  back  because  he 
has  given  it  bodily  shape,  which  is  to  be  worshipped  (in  symbol) 
as  Apollo  was  (in  symbol)  in  Greece. 

The  opening  poems  of  Dersiebente  Ring,  in  sonorous  blank  verse, 
amount  to  poignant  self-revelation,  often  with  an  indignant  rush 
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of  invective  which  sometimes  breaks  up  the  rigidity  of  George’s 
icy  lines  in  normal  enjambments.  In  Das  Zeitgedicht  he  pours  scorn 
on  those  who  would  praise  him  now  his  rank  is  assured;  in  Dante 
und  das  Zeitgedicht ,  Goethe-Tag  and  Nietzsche  he  shows  the  affinity 
of  his  fate  to  those  great  creative  geniuses  who  were  isolated  by 
the  supremacy  of  their  intellect.  In  Ge^eiten  we  have  George’s  one 
erotic  burst.  But  there  is  nothing  whatever  to  indicate  that  a  female 
is  the  subject  of  these  love  lyrics;  and  they  have  morbid  thrills: 
e.g.  Als  glitten  erkaltete  finger  j  Auf  wangen  von  sonnigem  flaum.  But 
the  absorbing  interest  is  gathered  into  the  middle  part,  Maximin. 
One  poem,  Auf  das  Eeben  und  den  Tod  Maximins,  is  in  six  parts :  the 
first  apostrophizes  the  Munich  friends :  ‘  .  .  .  mit  schimmer  um  die 
haare  \  Erschien  ein  gott  und  trat  %u  euch  ins  haus  .  .  .  |  Preist  eure  stadt 
die  einen  gott  geboren!  |  Preist  eure  v>eit  in  der  ein  gott  gelebtS  The 
second  describes  a  pious  visit  to  the  place  where  the  God  was  born. 
Einverleibung  is  ecstatic  mysticism:  George  worshipping  Maximin 
calls  himself  the  creation  of  his  own  son  ( Ich  geschopf  nun  eignen 
sohnes). 

Der  Stern  desBundes  (1914),  again  tripartite,  continues  the  doc¬ 
trine  embodied  by  Maximin:  physical  beauty  is  not  only  the  guer¬ 
don  of  love,  it  is  the  law  of  life  and  the  very  sense  of  the  universe. 
Since  Maximin  was  the  perfect  youth  ^schon  me  kein  bild  und greifbar 
wie  kein  trauni’)  George’s  doctrine  is  also  worship  of  youth  -  and, 
since  from  the  time  of  the  appearance  of  Der  Stern  des  Bundes  the 
youth  movement  grew  apace  in  Germany,  it  had  its  share  in  fur¬ 
thering  the  cult  (so  important  as  it  has  proved  for  military  policy) 
of  the  beautiful  and  healthy  body.  It  was  one  of  the  books  -  Also 
sprach  Zarathustra  and  Rilke’s  Die  Weise  vonEiebe  und  Tod  des  Cornets 
Christoph  Rilke  were  two  others  -  which  soldiers  carried  in  their 
knapsacks  during  the  War.  In  George’s  ‘third  humanism’,1 2  which 
in  this  book  he  interprets,  the  principles  of  the  Third  Empire  are 
foreshadowed:  thus  the  children  of  God  must  keep  apart  from 
‘women  of  alien  nature’  {‘Mit  den  frauen fremder  ordnrng  |  So  lit  ihr 
nicht  den  leib  beflecken  \  Harret!  lasset  pfau  bei  ajfeP).'1  Sundering 
dubious  divinity  from  divine  poetry  one  must  give  first  place  to 
the  poems  in  this  book  in  which  what  should  be  the  monotonous 


1  The  term  ‘drifter  Humanismus ’  derives,  not  from  George  himself,  but 
from  Lothar  Helbing’s  essay  Der  dritte  Humanismus. 

2  fremde  Ordnung=  gemeines  Wesen.  Racial  application  to  ‘blood-pollution’ 
was  inevitable. 
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theme  of  George  -  but  it  is  not,  because  it  is  so  intense  and  so 
varied  his  self-interpretation  and  proud  assertion  of  self  are 
unfolded.  In  Nennt  es  den  blit %  der  traf  den  wink  der  lenkte  a  poet 
once  again  gives  inspired  (though  here  difficult)  expression  to  the 
nature  of  inspiration,  and  in  this  case  its  religious  purpose.  His 
rejection  of  his  contemporaries,  angry  in  Der  siebente  Ring ,  is  hier¬ 
atic  in  such  poems  as  Am  purpurgluten  sprach  des  himmels  %orn  and 
Alles  haben  dies  seufyen  sie.  He  speaks  of  One  (Nietzsche  is  meant) 
whose  warning  was  unheeded;  now  it  is  too  late: 

Einer  stand  auf  der  scharf  wie  blits?  und  stab l 
Die  klufte  aufriss  und  die  lager  schied 
Ein  Druben  schuf  durch  umkehr  eures  Elier  .  . 

Der  euren  wahnsinn  so  lang  in  euch  schrie 
Mit  solcher  wucht  dass  ihm  die  kehle  barst. 

Und  ihr?  ob  dumpf  ob  king  ob  falsch  ob  echt 
Vernahmt  und  salt  als  ware  nichts  geschehn  .  . 

Ihr  handelt  rveiter  sprecht  und  lacht  und  heckt . 

Der  Warner  ging .  .  dem  rad  das  niederrollt 
Zur  here  greift  kein  arm  mehr  in  die  speiche. 

And  so  (in  1914,  and  before  the  War!)  George  prophesies  that 
they  who  heeded  not  the  warning  voice  will  be  swept  away  in 
their  tens  of  thousands  by  "the  holy  war5 : 

Ihr  baut  verbrechende  an  maass  und  gren^e : 

<W as  hoch  ist  kann  noch  hoherh  dock  kein  Fund 
Kein  stuts^  und  flick  mehr  dient .  .  es  wankt  der  bau. 

Und  an  der  weisheit  end  ruft  ihr  %um  himmel: 

<  Was  tun  eh  wir  im  eignen  schutt  ersticken 
Eh  eignes  spukgebild  das  him  ms  %ehrt?> 

Der  lacht:  %u  spat  fur  stillstand  und  aryneil 
Zehntausend  muss  der  heilige 1  wahnsinn  schlagen 
Zehntausend  muss  die  heilige  seuche  raffen 
Zehntausende  der  heilige  krieg. 

Das  neue  Reich  (1929)  has  again  the  hieratic  Trinitarian  arrange¬ 
ment.  Here  George,  who  appears  as  the  Lord  of  the  Present,  has 
finished  his  pilgrimage  from  the  underworld  of  Algabal  to  the 
‘New  Empire5,  which  is  the  spiritual  Germany  visioned  by  Goethe, 
promised  by  Holderlin,  and  now  realized  between  North  Sea  and 
1  ‘heilig  because  the  punishment  of  God. 
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Mediterranean,  its  horizon  bounded  by  Hellas.  Goethes  let^te  Nacht 
in  Italien  is  an  illumination  of  Goethe’s  mission  to  the  German 
race:  purified  by  his  suffering  he  brings  them  his  own  transfor¬ 
mation  from  Gothic  to  Classic.  Der  Krieg  (published  separately  in 
1917)  is  a  poignant  personal  statement  of  his  own  warning  to  the 
nation  before  the  War  began: 

Was  euch  ersch titter f  ist  mir  lang  vertraut* 

Lang  hab  ich  roten  schweiss  der  angst  geschwitcfi 
Als  man  mit  feuer  spielte  .  .  meine  tranen 
Vorweg  geweint .  .  heut  find  ich  keine  mehr. 

But  after  this  lashing  of  his  people  George  ends,  in  iambic  lines 
of  great  dignity,  on  a  note  of  confident  hope  -  the  land  cannot 
perish,  for  youth  is  hailing  the  gods,  and  - 

.  .  .  Sieger 

Bleibt  wer  das  schutfibild  birgt  in  seinen  marken 
Und  Herr  der  ^ukunft  wer  sich  wandeln  kann. 

The  credit  for  this  Wandlung  of  the  nation  is  given  in  Der  Dichter  in 
Zeiten  der  Wirren  (1921)  to  the  poet;  and  here  by  a  miracle  of 
history  such  as  the  prophecy  of  the  coming  of  Christ  by  Virgil  a 
passionate  crescendo  of  prophecy  would  seem  to  have  foretold 
the  task  and  victory  of  quite  another  Fiihrer  than  the  poet:  he 
acclaims : 

Ein  jung  geschlecht  das  wieder  mensch  und  ding 
Mit  echten  maassen  misst-  das  schon  und  ernst 
Froh  seiner  ein^igkeit •  vor  Fremden  stol^ 

Sich  gleich  entfernt  von  klippen  dreisten  dunkels 
Wie  seichtem  sumpf  erlogner  bruderei 
Das  von  sich  spie  was  murb  undfeig  und  lau 
Das  aus  geweihtem  trdumen  tun  und  dulden 
Den  eimfigen  der  hilfit  den  Mann  gebiert .  . 

Der  sprengt  die  ketten  fegt  auf  trummerstatten 
Die  ordnmg'  geisselt  die  verlaufnen  heim 
Ins  ewige  recht  wo  grosses  wiederum  gross  ist 
Herr  wiederum  herr  ^ucht  wiederum  %ucht-  er  heftet 
Das  wahre  sinnbild  auf  das  volkische  banner 
Er  fuhrt  durch  sturm  und  grausige  signale 
Des  fruhrots  seiner  treuen  schar  %um  werk 
Des  wachen  tags  und  pflan^t  das  Neue  Reich  .  .  . 
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No  wonder  that  Goebbels  sent  George  a  telegram  of  congratulation 
on  his  birthday  -  which,  one  hears,  George  never  acknowledged 
The  Fiihrer  may  have  been  taking  the  poet-dictator’s  birthright.1' 
In  any  case  it  is  not  quite  clear  whether  George’s  Third  Reich 
can  be  identified  with  that  which  was  now  established.  George’s 
Reich,  like  that  of  Rilke,  should  be  of  the  spirit.  Surely  George’s 
own  message  is  that  they  who  would  enter  the  spiritual  realm 
must  cast  off  race  and  homeland  and  family : 

Dies  ist  reich  des  geistes :  abglan ^ 

Meines  retches  .  .  Neugestaltet ,  neugeboren 
Wird  hier  jeder :  ort  der  m'ege 
Heimat  bleibt  ein  mdrchenklang. 

Durch  die  sendung  durch  den  segen 
Tauscht  ihr  sippe  stand  und  namen 
V at er  mutter  sind  nicht  mehr. 

Stefan  George  died  on  December  4th,  1933,  and  was  buried  at 
Minusio.  He  had  lived  through  nearly  a  year  of  Nazi  rule.  The 
rumour  that  in  his  will  he  asked  that  he  should  not  be  buried  in 
Germany  is  false  but  significant. 

A  first  glance  at  Stefan  George’s  verse  is  likely  to  repel  a  new¬ 
comer.  It  is  intended  to ;  the  orthographical  peculiarities  have  been 
described  as  barbed  wire  to  scare  intruders  (A tacheldraht  wider 
Unberufene ’).  The  new  reader  can  only  prove  that  he  does  not  belong 
to  the profanum  vulgus  by  reading  desperately  on;  and  if  he  does  so 
it  is  quite  likely  that  familiarity  will  breed  comprehension.  The 
salient  innovation  is  that  capitals  for  nouns  are  discarded.  Histor¬ 
ically  these  date  only  from  the  seventeenth  century  as  a  device  of 
ornamental  Baroque ;  Jakob  Grimm  rejected  them,  and  since  his 
days  small  letters  for  nouns  have  been  a  feature  of  Gelehrtendeutsch. 
George  uses  capitals  for  strong  emphasis.  Where  he  has  his  own 
spelling  he  is  strictly  logical,  as  in  le^t  for  let#.  His  punctuation, 
after  all,  is  just  that  of  lawyers  drawing  up  wills,  and  for  the  same 
reason :  the  pith  of  the  meaning,  because  it  is  so  vitally  important, 
is  guarded  by  being  run  on  without  stops  or  with  very  few. 

Hans  Naumann  dedicates  the  6th  edition  of  his  Deutsche  Dichtung  der 
Gegemvart  (1933)  to  'Unsere  Fuhrer\  that  is,  George  and  Hitler,  and  draws  a 
parallel  between  the  two;  both  spring  from  the  holy  lap  of  sound  peasant 
stock,  both  are  unfettered  by  kith  and  kin  and  wife  (unbesippt  und  unbeweiht ), 
oth  cherish  the  same  ideals  of  race  and  leadership,  both  have  grown  tree¬ 
like  speech  by  speech  and  King  by  Ring ,  and  both  live  only  for  followers  and 
Cause. 
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George  is  credited  with  having  formulated  the  rule :  Kommas  sind 
fur  Kommis.  In  his  treatment  of  separable  prefixes  he  goes  with  the 
philosophers,  who  may  require  the  literal  meaning  of  each  part  of 
the  word;  thus  da-sein  has  its  literal  meaning  and  not  the  paled 
significance  of  Dasein.  George’s  grammar  is  only  occasionally  wil¬ 
ful.  He  makes  a  phrase  more  opaque  by  using  the  Saxon  genitive 
after  a  preposition :  In  all  der  sommerstunden  gluhender  durre  .  .  .  Mit 
deiner  steilen  gebusche  verschwiegnem  verlies  |  Sonnig  gebreiteter  gauge  nie 
furchendem  kies.  He  copies  the  delightful  practice  of  children  who 
make  weak  verbs  strong;  but  he  would  not  intend  his  ^ugewunken 
to  have  the  same  effect  as  little  Alice’s  ‘he  wunk  at  me’,  and  equally 
entertaining  is  Bis  euch  der  sturm  in  weite  oden jug.  Warden  ms  erdachte 
seligkeiten  must  make  any  philologist  wince.  His  invention  of  verbal 
nouns  (welke  for  Welken,  leite  for  Leifung)  is  otiose,  and  in  his 
parading  of  Middle  High  German  words  (tucht  for  Zucht,  selde  for 
Gluck ,  etc.)  he  misses  the  magic  effect  of  Rilke  in  Die  heiligen  drei 
Konige.  His  obsession  for  foreign  words  may  sometimes  prove  a 
pitfall  for  the  unwary:  thus  denkbild  in  his  verse  does  not  mean 
‘monument’  but  gedachfes  Bild ;  it  is  the  Dutch  denkbeeld  taken  over 
to  mean  the  Apollonian  vision  of  a  shape.  Ewe,  too,  has  the  mean¬ 
ing  of  Dutch  eemv  (  =  century).  He  may  clip  a  senseless  syllable 
(dachtnis  for  Gedachtnis ),  but  he  permits  himself  an  occasional 
Dichter-e  and  archaic  forms  such  as  fleucht  for  fliegt.  He  uses  die  for 
die{jenigen ),  die ;  i.e.  he  omits  the  demonstrative.  He  will  make  a 
preposition  serve  for  adverb  (und  vdter  die  ich  seit  ^ur  gruff  geleitet) 
or  for  conjunction  {Der  kelch  einer  ^eitlose  duftete  vor  er  sich  sch loss'). 
His  syntax  is  fairly  normal,  but  he  plays  with  Romance  construc¬ 
tions  and  anacolutha. 

The  subtlety  of  George’s  technique  does  not  lie  in  such  curios¬ 
ities  ;  it  lies  in  his  modulation  of  vowels  (u=Susse;  ei = Eisigkeit; 
etc.)  to  evoke  differing  moods,  his  manipulation  of  alliteration, 
and  his  tireless  variation  of  these  tonal  qualities.  These  devices 
give  him  a  gorgeous  (or  shall  we  say  Georgeous  ?)  style  which 
can  at  once  be  detected  as  his  if  any  scrap  of  it  is  put  before  one 
who  has  once  read  his  way  into  it. 

George’s  metrical  qualities  will  inevitably  be  compared  with 
those  of  Rilke,  and  here  there  are  two  features  which  no  one  can 
miss :  firstly  George’s  preference  for  monosyllables,  and  secondly 
his  avoidance  of  or  peculiar  use  of  enjambment.  George’s  enjamb- 
ment  is  often  illusory.  In  other  words  he  has  a  sharply  defined 
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Endstil,  and  thus  has  not  that  marvellous  fluidity  which  Rilke  gets 
by  his  masterly  Hakenstil.  In  Rilke’s  verse  the  flawless  flowing  into 
each  other  of  line  and  line  is  a  result  of  the  ecstatic  rapidity  of  his 
thought,  while  the  steady  halts  of  George’s  verse  are  due  to  his 
measured  and  vigorous  tread.  Rilke’s  verse  flows  as  a  molten 
mass;  George’s  verse  has  passed  the  state  of  molten  flux  and  is 
given  us  in  shaped  rigidity.  The  molten  flux  is  Dionysian  Rausch 
and  Rilke  gives  it  as  such;  George  transforms  Rausch  to  Apollonian 
Gebilde.  Another  feature  is  the  steady  regularity  of  George’s  lines- 
they  are  intended  to  be  scanned  —  and  generally  must  be  scanned  — 
in  Herr  Opitz’s  way.  But  it  is  just  this  steady  beat  of  scansion 
which  marks  George’s  verse,  in  its  period,  with  strangeness.  The 
most  perfunctory  analysis  of  German  verse  will  show  that  even 
where  Herr  Opitz  s  rules  are  most  rigorously  applied  scansion  by 
the  old  German  rule  of  so  many  lifts  to  the  line  and  with  the 
number  of  dips  free  is  not  only  possible  but  may  even  show  where 
the  melody  of  the  verse  lies.  Scansion  by  classical  feet  takes  no 
account  of  subsidiary  stress ;  or  at  least  a  subsidiary  stress  must  be 
reckoned,  very  artificially,  as  a  main  stress;  whereas  in  Germanic 
scansion  the  main  stresses  bring  the  chief  words  into  prominence 
while  the  subsidiary  stresses  recede.  George’s  scansion  is  governed 
by  the  slow  pace  the  reading  requires  to  get  the  effect  -  and  the 
use  of  monosyllables  slows  down  the  line;  so  that  in  such  lines  as 
Nt mnt  es  den  blip. ^  der  tra-J  den  wink  der  lenkte :  |  Das  ding  das  in  mich 
kam  meinerstunde  there  is  a  kind  of  level  stress  throughout,  not 
with  trochee  for  iambus  at  the  beginning  of  the  first  line,  not  with 
the  natural  three  stresses  (ding,  kam,  stunde)  in  the  second.  But 
George  s  short-lined  lyrics  —  and  they  are  his  most  musical  —  may 
be  read  with  Germanic  scansion: 

/  /  / 

Reins  wie  dein  femes  obr 
\  /  / 

Merkt  was  tief  innen  singt 

III 

Was  noch  so  schuchtern  schwingt 
Was  halb  sich  schon  verlor. 

There  is  of  course  no  suggestion  that  George’s  verse  has  the 
wooden  regularity  of  Opitzian  verse.  It  has  George’s  personal 
rhythm:  he  strides  on  with  his  relentless  firm  tread  ( weiterschreiten 
is  a  favourite  word  of  his).  Some  one  has  said  that  his  metrical 
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feet  pass  like  a  regiment  of  grenadiers  doing  the  goose-step.  Mar¬ 
vellous,  too,  is  the  way  the  cold  breath  of  his  pride  or  the  wither¬ 
ing  hiss  of  his  scorn  chills  his  lines,  particularly  his  blank  verse; 
it  is  a  commonplace  to  refer  to  his  eisige  Blankverse .  His  stanzas 
have  generally  the  insulation  of  his  individual  lines,  though  over¬ 
flow  of  stanza  into  stanza  {Strophenverschlingung)  does  occur  (e.g. 
in  the  first  poem  of  Der  Teppich  des  Lebens).  Every  stanza  is  as  a 
rule  a  separate  entity;  if  for  instance  we  examine  Wir  schreiien  auf 
und  ab  im  reichen  flitter  we  can,  as  Schaeffer  shows,  transpose  the 
first  and  last  stanzas  without  changing  the  effect  of  the  poem. 

Of  the  Georgeans  {die  Georgeaner)  it  might  be  said  that,  with 
the  exception  of  Gundolf  perhaps,  only  those  who  moved  away 
from  the  Circle  achieved  a  permanent  place  in  literature,  karl 
wolfskehl  (1869-1948),  a  Jew,  hailed  from  George’s  Gymnasium 
at  Darmstadt;  he  devoted  himself  at  the  University  to  Germanic 
philology;  his  Attest e  deutsche  Dichtung  (edited  in  conjunction  with 
Friedrich  von  der  Leyen),  and  his  epics  (Wolfdietrich,  Thors  Hammer) 
are  evidence  of  these  studies.1  ludwig  klages  (1872-1956)  philo¬ 
sophized  and  (like  Ernst  Bertram)  went  Nordic;  his  Die psjchologi- 
schen  Hrrungenschaften  Nietzsches  is  important.  Friedrich  wolters 
(1876-1930)  specialized  as  an  adapter  of  old  hymns,  psalms,  and 
sequences,  but  counts  most  for  his  monumental  work  on  George 
and  the  Circle,  ernst  Bertram  (1884-1957),  Professor  of  German 
literature  at  Cologne,  is  the  only  one  of  the  Circle  who  found 
favour  with  Nazi  critics;  and  this  because  of  his  racial  correctness. 
George’s  own  racial  attitude  was,  as  we  have  seen,  suspected:  he 
had  said  that  he  had  fled  from  the  claws  of  the  damp  dragons  of 
the  North  to  drink  in  the  sun  of  the  South  (Dort  sog  ich  sonne  | 
Nach  einer  flucht  aus  feuchter  drachen  kr alien)  and  in  E Joeintafeln  he 
had  bidden  his  Germans  talk  of  the  New  Empire  only  when  his 
own  fiery  blood,  his  Roman  breath  {emein  romischer  hauch ’)  coursed 
through  their  obtuse  and  obstinate  souls ;  it  is  pretty  clear  that  he 
himself  as  a  Rhinelander  dreamed  of  bringing  the  mellow  culture 
of  the  Romance  races  to  his  benighted  brethren.  Ernst  Bertram 
defected  from  this  sunny  doctrine  and  discovered  the  stars  of  hope 
in  Nordic  night  and  mist:  in  the  poetry  of  his  Das  Nornenbuch 
(1925)  he  bodies  forth  the  qualities  of  Teutonic  culture,  and  seeks 
to  renew  Nordic  myth.  In  his  book  of  essays  Deutsche  Gestalten 
(1934)  he  brilliantly  interprets  Stifter,  Nietzsche,  and  Kleist.  But 

1  Gesammelte  Dichtungen  (1903). 
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feet  pass  like  a  regiment  of  grenadiers  doing  the  goose-step.  Mar¬ 
vellous,  too,  is  the  way  the  cold  breath  of  his  pride  or  the  wither¬ 
ing  hiss  of  his  scorn  chills  his  lines,  particularly  his  blank  verse: 
it  is  a  commonplace  to  refer  to  his  eisige  Blankverse.  His  stanzas 
have  generally  the  insulation  of  his  individual  lines,  though  over¬ 
flow  of  stanza  into  stanza  ( Sirophenverschlingung )  does  occur  (e.e. 
in  the  first  poem  of  Der  Teppich  des  Lehens ).  Every  stanza  is  as"a 
rule  a  separate  entity;  if  for  instance  we  examine  Wir  schreiten  auf 
und  ab  im  reichen  flitter  we  can,  as  Schaeffer  shows,  transpose  the 
first  and  last  stanzas  without  changing  the  effect  of  the  poem. 

Of  the  Georgeans  {die  Georgeaner )  it  might  be  said  that,  with 
the  exception  of  Gundolf  perhaps,  only  those  who  moved  away 
from  the  Circle  achieved  a  permanent  place  in  literature,  karl 
wolfskehl  (1869-1948),  a  Jew,  hailed  from  George’s  Gymnasium 
at  Darmstadt;  he  devoted  himself  at  the  University  to  Germanic 
philology;  his  Alteste  deutsche  Dichtung  (edited  in  conjunction  with 
Friedrich  von  der  Leyen),  and  his  epics  ( Wolfdietrich ,  Thors  Hammer ) 
are  evidence  of  these  studies.1  ludwig  klages  (1872-1956)  philo¬ 
sophized  and  (like  Ernst  Bertram)  went  Nordic;  his  Die  psjchologi- 
schen  Errungenschaften  Nietzsches  is  important.  Friedrich  wolters 
(1876-1930)  specialized  as  an  adapter  of  old  hymns,  psalms,  and 
sequences,  but  counts  most  for  his  monumental  work  on  George 
and  the  Circle,  ernst  Bertram  (1884-1957),  Professor  of  German 
literature  at  Cologne,  is  the  only  one  of  the  Circle  who  found 
favour  with  Nazi  critics;  and  this  because  of  his  racial  correctness. 
George’s  own  racial  attitude  was,  as  we  have  seen,  suspected:  he 
had  said  that  he  had  fled  from  the  claws  of  the  damp  dragons  of 
the  North  to  drink  in  the  sun  of  the  South  {Dort  sog  ich  sonne  | 
Nach  einer  flucht  aus  feuchter  drachen  kr alien)  and  in  R heintafeln  he 
had  bidden  his  Germans  talk  of  the  New  Empire  only  when  his 
own  fiery  blood,  his  Roman  breath  {‘mein  romischer  hunch*)  coursed 
through  their  obtuse  and  obstinate  souls ;  it  is  pretty  clear  that  he 
himself  as  a  Rhinelander  dreamed  of  bringing  the  mellow  culture 
of  the  Romance  races  to  his  benighted  brethren.  Ernst  Bertram 
defected  from  this  sunny  doctrine  and  discovered  the  stars  of  hope 
in  Nordic  night  and  mist:  in  the  poetry  of  his  Das  Nornenbuch 
(1925)  he  bodies  forth  the  qualities  of  Teutonic  culture,  and  seeks 
to  renew  Nordic  myth.  In  his  book  of  essays  Deutsche  Gestalten 
(1934)  he  brilliantly  interprets  Stifter,  Nietzsche,  and  Kleist.  But 
1  Gesammelie  Dichtungen  (1903). 
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the  great  literary  critic  of  the  Circle  was  Friedrich  gundolf  (i  8  Bo- 
x93  a  Darmstadt  man,  and  like  Wolfskehl  a  Tew  ("his  real  mm* 
was  Gundelfinger).  He  joined  the  Circle  in  1899  as  a  nineteen- 
year-old  very  handsome  boy  with  a  mop  of  blue-black  hair  and 
a  nose  only  imperceptibly  vaulted,  and  beneath  a  broad  brow 
brilliant  bright  blue  eyes  with  the  flat  pupils  of  eagles  (to  quote 
the  Georgeous  description  of  Wolters).  His  criticism  is  perhaps 
too  dazzhngly  subtle  and  intricate  to  stand  the  test  of  time;  and 
he  is  apt,  as  in  his  George  (1920),  to  prove  in  philosophically  tech¬ 
nical  language,  in  which  only  a  Hegelian  could  find  flaws,  his 
monumental  conception  of  the  idol  in  the  worship  of  whom  he 
erects  his  own  monument.  He  is  a  schoolman  ( Scholastiker),  ar¬ 
moured  with  authority,  but  with  a  poet’s  verbal  magic :  and  the 
term  ‘heroic  criticism’1  is  fitting  because  of  Gundolf’s  relinquish¬ 
ment  of  creative  poetry  to  create  an  interpretation  of  it  which  is 
or  is  intended  to  be,  of  equal  artistic  value.  His  Georgean  trans¬ 
lation  of  Shakespeare  ( Shakespeare  in  deutscher  Sprache,  10  vols., 
1908-14)  fails  because  it  is  Georgean. 

RUDOLF  borchardt  (i  877-1 945)  was  rather  a  meticulous  stylist 
of  the  Georgean  pattern  than  one  of  the  Georgeans  proper,  with 
whom  indeed  he  carried  on  an  embittered  feud.  As  such  formalists 
are  apt  to  do,  he  pondered  his  work  till  ripe  maturity;  it  was  not 
till  after  the  War  that  he  released  his  tours  de  force:  his  epic  of 
chivalry  Der  Durant  (1921),  in  which  a  knight  sinks  from  the  over- 
refined  subtleties  of  courtly  love  to  the  low  level  of  nideriu  minne; 
his  translation  of  Dante’s  Vita  nuova  into  a  kind  of  Middle  High 
German  was  followed  by  his  rendering  in  the  same  lingo  of  the 
Divina  Commedia,  which  was  published  in  1930  as  Dante  Deutsch ; 
Verkundigmg  (1920),  his  dramatic  challenge  to  Paul  Claudel’s 
Uannonce  faite  d  Marie;  his  pastoral  play  in  alexandrines,  Die 
ge  iebte  Kleinigkeit  (1923).  But  he  had  already  expounded  his 
new  conception  of  classical  style  in  Gesprdch  uber  Formen  (1905; 
attached  to  his  translation  of  Plato’s  Lysis )  and  in  his  Rede  uber 
Hofmannsthal  (1918),  while  in  his  Biblical  experiment  Das  Buch 
Joram  (1907)  he  had  exemplified  his  programme  of  classical  form 
ac  eved  by  a  mastery  of  archaic  language.  His  essays  ( Handlungen 
md  Abhandlungen,  1928)  have  laboured  brilliance.  His  interpreta- 


CnJhbfk  PA  v7d  ier  deutsche  Gmt  (I911);  Holderlins  Archipdagus  (19x1); 

T6- ;  ^922);  Cdsar  (^924);  Paracelsus  (1927);  Shakespeare,  Sein 

Wesen  und sem  Werk  (1928);  Romantiker  (1930). 


STEFAN  GEORGE  AND  HIS  CIRCLE 


153 

tions  of  Hofmannsthal’s  Alkestis  and  Stefan  George’s  Der  siebente 
King  are  quite  wonderful  in  their  way.  He,  too,  translated  Swin¬ 
burne. 

ALBRECHT  schaeffer  (1885-1950),  like  Rudolf  Borchardt,  re¬ 
jects  George’s  circle  as  sterile  imitators.  He  is,  however,  a  con¬ 
fessed  Georgean,  though  he  swerved  to  drama  (. Demetrius ,  1922) 
and  to  the  novel.  He  counts  mostly  for  the  ultra-refinement  and 
rich  colouring  of  his  prose,  which  make  the  three  volumes  of  his 
aesthetic  novel  Helianth  (1920)  one  of  the  notable  works  of  the 
period;  it  has  been  likened,  with  its  infolded  pictures,  to  a  majestic 
gobelin.  His  work  in  verse  and  prose  is  so  voluminous  and  varied 
that  for  a  clear  idea  it  would  have  to  be  sectioned  off  according  to 
periods,  theme,  and  style.  To  his  Hellenistic  phase  belong  Attische 
Ddmmerung  (1914),  Heroische  Fahrt  (1914),  and  the  two  volumes  of 
Griechische  Heldensagen  (1929-30).  His  poem  Der  gpttliche  Dulder 
(1920)  forms  a  group  with  his  translations  of  the  Odyssee  (1927) 
and  the  litas  (1929).  In  his  "Attic  myth’  Der  Kaub  der  Persephone 
(1920)  the  interest  lies  in  the  metrical  manipulation  to  fit  the  shift¬ 
ing  moods  and  in  the  delicate  coloration.  The  myth  is  spun  out 
to  thin  threads ;  the  throb  of  interest  is  anaemic,  the  aim  being  to 
achieve  verbal  effects.  The  poem  is  therefore  a  typical  product  of 
Georgean  Artis  tenkunst,  though  there  is  a  loosening  here,  as  else¬ 
where,  of  George’s  strict  prosodic  pattern.  Schaeffer’s  Novellen 
(collected  in  Das  Prisma,  1924;  Mitternacht ,  1928;  Das  Opfer tier, 
1931;  Knechte  und  Magde,  1931)  belong  to  expressionism  in  so  far 
as  they  have  for  theme  the  regeneration  of  the  protagonist  from 
a  degraded  phase  of  humanity  to  a  high  conception  of  duty  and 
of  fellowship  with  other  mortals  (Wandlung).  This  is  a  far  fling 
from  the  classical  definition  of  the  Novelle  as  the  unfolding  of  a 
strange  event  (eine  unerhorte  Begebenheit)  and  its  impact  on  characters 
already  formed  and  finished  (fertige  Charaktere).  Thus  the  prota¬ 
gonist  in  two  of  Schaeffer’s  typical  Novellen,  Christacker  and 
Fide/io  are  morally  re-created  by  what  happens.  Christacker  is  the 
Scrooge  theme  of  redemption  by  pity:  the  dreams  of  a  night  bring 
an  ice-cold  curmudgeon  closer  to  his  fellow  men.  The  lines  are 
still  grotesque,  but  there  is  not  the  loud  humour  affected  by 
Dickens,  and  there  is  a  complicated  psychological  basis  with  a 
refined  symbolism.  The  surname  itself  is  symbolic:  it  has  been 
changed  from  a  coarse-sounding  name  (apparently  Mistacker) ; 
the  character  is  faintly  imaged  as  a  field  in  which  is  sown  the  seed 
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of  Christian  chanty  The  agent  of  conversion  is  a  demonic  cat 
whtch  turns  out  to  be  the  hero’s  own  faint  life  lying  lik 
weight  on  his  chest.  Fidelia  is  the  story  of  a  bovin!  W  ^ 
singer  (Bassbuffo)  -  formerly  a  locksmith  -  who  murders  hisT'^ 
tress  in  a  fit  of  jealousy  and  afterwards  hardly  remembers  the  dSd 
He  is  schizophrenetic,  and  it  is  only  when,  after  release  frn 
prison,  he  is  nobly  treatedthat  he  realizes  what  he  is  and  what  £ 
has  done,  and  sets  out  with  his  forgiving  wife  and  children  to 
begin  a  new  life  m  America.  His  father  was  a  Slav,  and  there  is 
the  implication  that  the  criminal  half  of  his  psychology  come 
from  the  paternal  side  There  is  the  same  generous  interpreta&n 
of  moral  disgrace  and  degradation  in  Das  Gitter  (1923)  a  sttidv  of 
incest  on  the  part  of  brother  and  sister.  Josef  Montfort  fmiS)  has 
elements  of  the  macabre  novel,  while  Elli  odersieben  Trepten  (L0) 
records  a  girl  student’s  descent  to  prostitution.  To  begin  with  she 

™  S,,a?  t0  a  leamed  writer>  who  is  taken  to  be  Karl 

Wolfskehl.  The  book  is  notable  for  its  presentation  with  malice 
prepense  of  the  overwrought  Georgean  atmosphere.  In  19,8  he 
found  asylum  in  New  York  and  did  not  return  till  1950;  in  New 

/  °lu  w  Wr°^e  his  last  noveIs  Rudolf  Enprum  oder  des  Lebens  Ein- 
Jachheit  (1945),  Jama  du  Coeur  (1949),  and  Der  Geisterlehrlin g  und 
seme  Frauen  (1949).  The  scene  of  Janna  du  Coeur  shifts  from  Eng- 
and  m  the  time  of  Cromwell  to  Germany  after  the  Peace  of  West¬ 
phalia;  the  novel  has  the  atmosphere  and  colouring  of  Barock 
but  the  heroine  matures  in  the  chaos  of  a  post-war  period  in  which 
our  own  period  is  adumbrated. 


The  next  school  of  lyrists,  ‘die  Charontiker’,  definitely  opposed 
George  s  antique  and  Romance  culture  and  demanded  a  German 
sty  e  an  a  simplicity  which  should  without  strain  and  without 
scanning  by  feet  express  the  ‘immanent  rhythm’  Holz  demanded. 
Hie  monthly  journal  of  the  group,  Der  Charon ,  was  founded  in 
1904  by  OTTO  ZUR  LINDE  (i  873-193  8)  and  Rudolf  Pannwitz.  Charon 
is  conceived  as  the  ferryman  plying  between  the  reality  of  today 
and  the  realm  of  dream  and  spirit  beyond.  It  was  in  Charon  that 
the  term  expressionism’  was  used  for  the  first  time  by  Otto  zur 
Linde  m  1911.  Historically  considered  the  importance  of  the 
Charontiker  lies  m  the  influence  they  have  had  on  the  develop- 
ment  o  poetic  form.  As  to  the  rejection  of  scansion  the  problem 

nt  *.  °^t.  derives  from  the  Dionysian  rhythms  of 

Nietzsche  s  Zarathustra  or  from  Walt  Whitman’s  ‘barbarous  yawp’  ? 
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As  regards  this  we  have  zur  Linde’s  statement  in  his  Arno  Hol% 
und der  Charon ,  which  he  wrote  to  counter  Holz’s  system:  Clch  kenne 
Walt  Whitman n’  (sic)  ‘nicht,  habe  wohl  nie  einen  englischen  Vers  von  ihm 
gelesen,  und  an  Uberset^ungen  nur  etwa  hundert  ^itierte  Verse’.  What  he 
admits  he  had  seen  might  of  course  have  been  sufficient;  and 
Freifigrath’s  translation,  as  well  as  the  more  recent  one  of  Karl 
Knortz  and  T.  W.  Rolleston,  was  available,  as  well  as  Johannes 
Schlaf’s  first  essays  on  Whitman  (1898).  It  is  probably  accidental 
that  zur  Linde’s  'phonetic  rhythm’  is  (in  practice)  identical  with 
that  of  Stefan  George:  reiteration  in  a  line  of  the  same  consonant 
or  vowel,  inner  rhymes,  assonance,  alliteration.  But  distinct  from 
George’s  technique  is  zur  Linde’s  use  of  impure  rhymes,  and 
frequent  rhyming  of  short  and  long  vowels:  flog — noch>  Kluft — 
ruft,  Tod — Gott.  The  chief  factor  in  the  revolutionary  structure  (if 
it  is  revolutionary)  is  accentuation.  The  free  distribution  of  stresses 
is  sometimes  drastic,  and  zur  Linde  is  particularly  fond  of  con¬ 
triving  fines  with,  say,  three  unstressed  to  seven  stressed  syllables. 
But  the  apparent  clash  of  stresses  in  such  a  line  as  cDann  wird  die 
Welt  grdu  bis  %um  Abendrof  is  as  old  as  the  hills  (Luther’s  Der 
altbose  Feindl) ;  phonetically  there  is  no  clash,  for  there  is  (there 
must  be)  a  pause  between  the  two  consonants.  There  is  greater 
daring  in  such  a  fine  as  (Auf  endloser,  iveisser  heisser  Heide  ging  ich 
hin’;  this  is  not  cacophonous ;  the  rhythm  drags  from  stress  to 
stress  to  give  the  dragging  of  weary  feet  over  white  sand.  System¬ 
atic  is  zur  Linde’s  lengthening  or  shortening  of  fines ;  often  there 
is  a  long  loose  preparatory  roll  with,  at  stanza  ends,  a  short  or 
shorter  fine  perhaps  with  heaped  stresses  like  the  last  hammer- 
blows  -  a  driving  home  by  intense  concentration.  Quite  recently 
the  loosely  billowing  line,  not  of  Whitman  but  of  Klopstock 
(phonetically  spurious  hexameters !)  has  been  put  forward  as  a 
vital  influence  in  contemporary  verse  structure.  One  of  the  poets 
of  today,  Hans  Egon  Holthusen,  agrees :  Sve  have  Klopstock  in 
our  bones’,  he  writes  to  me;  but  he  adds  that  his  own  linear 
rhythm  may  go  back  to  cder  freigefullte  Vers  der  althochdeufschen 
Heldenlieder  (Hildebrandslied !) ;  and  in  any  case  he  and  the  other  Ger¬ 
man  poets  of  today,  however  much  they  may  crack  up  Eliotismusy 
are  (as  Holthusen  says)  cim  Strahlungsbereich  der  spdten  Lyrik  Rilkes’. 
Research  might  show  that  there  is  the  hardening  of  the  Duineser 
Elegieny  to  ring  in  harmony  with  the  hardened  mentality  of  today, 
in  the  new  Anglo-American  verse.  Simply  stated  zur  Linde’s  sys- 


bewegung  ■  every  poem  will  then  have  its  own  rhythm  c  ST  ^ 
just  as  every  separate  thing  -  a  train,  a  clock,  a  wave  f 
ih}  hm,  and  division  into  lines  is  then  illusory  for  there  i  ^ 
continuous  wave  of  rhythm.  The  individual  ^emt^/^ 
undulations  of  feeling  in  the  poet,  and  these  undSlationTof?^ 
constitute  the  rhythms  -  not  the  rhvfhm  -  of  d  °  °f  feeling 

therefore,  is  fixed,  but  follows  this’  flux  of 
fore,  being  unfixed,  is  infinite,  and  verse  is  to  beltastth T 
mtenstty  of  the  poet’s  feeling,  whieh  may  swerve  aXvar/  1 
nse  and  fall  tn  any  individual  poem.  But  the  conceptions  td  to 

ndmidTtt  “SP‘r'  PO'm>  **»  **  Md  «•*  and  vaiy  tot 

individual  poem  we  have  a  flux  of  thin o-c  „„  ,  •  •  y  nan 

voice  of  the  individual  poet,  with  the  rising  at  UuZ  'stressed 
he  melodtc  colouring  fashioned  physiologically.  But  the  word  °  f 

Zur  LindXT  1  hf  ass0}-tatms  Denken  °f  a  later  period  (p.  41l 
°f ' !erf /^uctuxe  -  and  at  the  sametime 

in  Versen  ( roof  1  A  a^  aid  down  m  Dle  Eine  Pbilosophie 
Charon  (x  Jii)  ^  T3)  as  wdI  as  in  Arno  Hok  ^ der 

TraumLnd(x^\%GTmWfte  which  had  beSun  with  ™e 

is  •  Otto  zur  Lindcfrl°Wed  CIght  VoIumes  tiiI  *92  J-  Very  helpful 
von  Hans  Hennc  i CW*  A.uswahl aus™«en  Gedichten.  Einfuhrung 

fet^ST^  I95^Ar  r  th£  matter  °f  his  Lind! 

follow  who  co  C°SmiC  Mjthiker  ~  PannwitZ’  Mombe^  Daubler 

tS^ha^0”^ aeons  into  a  moment  of  time; and  ^ 

moment  wW  TT*  1$  T***  “  a  &sh  in  their  ™°d  of  a 
visionary  forming  ar°Und  them  aS  chaos  takes  dose-seen  tele¬ 
in  phases  with  its  jun^m^n™^  ™d  iS  fashioned 

inner  meaning  sung  into  words.  Chaos  is  cos- 
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mos;  for  it  is  close-visioned  as  shape  and  heard  as  the  harmony  of 

the  divine  purpose.  The  poet’s  mind  thus  fixed  and  functioning  is 
itseif  the  universe  as  it  was,  as  it  is  and  ever  shall  be,  and  the  sense 
of  existence  sings  itself  into  floating  rhythms  that  shape  them¬ 
selves  to  the  very  feeling  of  the  ideas  they  convey  and  wed  them¬ 
selves  to  the  inner  melody  of  the  ever-moving  cosmos. 

RUDOLF  pannwitz  (1881-  )  described  his  development  in  his 
Grmdriss  einer  Geschichte  meiner  Kultur  (1921)  and  explained  the 
aims  of  the  Charontiker  in  his  Kultur ,  Kraft ,  Kunst  (1906).  He  parted 
from  zur  Linde  because  he  had  come  to  the  conclusion  that  in  the 
Charontic  style  there  was  formlessness  due  to  the  rejection  of  the 
culture  of  Greece  and  Rome  ( die  An  tike).  He  then  returned  to  his 
previous  allegiance  to  Stefan  George  and  adopted  the  Georgean 
orthography  with  small  letters  for  nouns  and  scant  punctuation. 
His  work,  which  covers  a  vast  range,  is  at  first  densely  obscure 
but  clears  gradually,  and  there  is  still  a  following  for  his  abstruse 
metaphysical  and  mythical  poems,  in  which,  in  the  wake  of  Nietz¬ 
sche,  Otto  zur  Linde,  and  Stefan  George,  he  probes  a  way  to  a 
new  cosmic  Mjthos,  as  in  his  epics  Das  Kind  Aton  (1919),  My  then 
(in  ten  parts,  1919-22),  Episches  Zeitgedicht  (1919),  Das  Geheimnis 
(1922)  and  Die  Trilogie  desLebens  (1929).  Pannwitz  is  himself  with 
his  remote  personality  a  mythical  figure;  from  1921  to  1948  he 
lived  the  life  of  a  recluse  on  a  Dalmatian  island,  and  here  his 
mature  works  were  completed.  In  the  drama  he  is  represented  by 
Dionjsische  Tragodien  (191 3),  Baldurs  Tod  (1919),  and  then  Philolethes 
and  Orpheus  (1922).  His  lyric  verse  is  best  studied  in  Urblick  (1926) 
and  his  selection  Eandschaft-Gedichte  (1954),  to  which  he  has  at¬ 
tached  an  interpretative  ISfachwort.  The  best  known  of  his  narrative 
prose  works  are  Orplid  (1923)  and  his  "Bildungs-  und  Erziehungs- 
roman’  Das  neue  Leben ,  which  attempts  the  scope  of  Goethe’s 
Wilhelm  Meister.  Of  his  paedagogical  and  philosophical  works  the 
most  important  is  Die  Krisis  der  europdischen  Kultur  (1 9 1 7),  in  which 
he  interprets  Greek  tragedy,  French  classicism,  Shakespeare  and 
Byron  and  adumbrates  the  possibility  of  a  culturally  united  Eur¬ 
ope,  a  "new  European  cultural  humanity’,  an  idea  which  is  also 
the  base  of  his  Deutschland  und  Europa  (1918)  and  Die  deutsche  Idee 
Europa  (1931).  His  dithyrambic  Die  deutsche  Lehre  (1919),  Nietz- 
schean  with  Stefan  George’s  devices,  might  be  taken  to  be  spread¬ 
ing  Nazi  ideology  at  a  time  when  Hitler  was  still  a  brooding 
ex-Feldwebel. 
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Of  the  other  members  of  the  Charontik  group  karl  rottger 

(  “  Wdl  “  Ver$e’  dfamas  O21)  and 

5°V^ \(DieBerufm&des  Joham  Sebastian  Bach,  1933;  Wolfgang  Ama- 
deus  Mozart,  1941),  while  rudolf  paulsen  (1883-  )  a  son  of 
Berlin  philosopher  Friedrich  Paulsen,  gave  a  philosophic  tinge  to 
his  poetry  and,  in  days  which  crowned  the  Nordic  ideals  of  his 
group,  qualified  as  a  Nazi  hymnist. 
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If  the  judgment  of  the  most  reputed  critics  is  to  be  accepted  the 
greatest  lyric  poet  of  modern  times  in  Germany,  and  one  of  the 
very  greatest  writers  in  the  whole  history  of  German  literature, 
is  RAINER  MARIA  rilke  (i 875-1926).  Rilke  met  Stefan  George  in 
1897  in  Berlin,  but  was  never  actually  a  member  of  the  circle;  and 
though  his  technique  is  related  to  that  of  Stefan  George  this  is 
probably  to  be  explained  as  common  adhesion  to  a  contemporary 
reaction  against  naturalism  and  to  imitation  -  which  was  in  the 
air  -  of  the  tonal  devices  of  the  French  symbolists.  Rilke  himself 
acknowledged  primary  discipleship  to  the  Danish  writer  Jens 
Peter  Jacobsen  and  to  Maeterlinck.  Jacobsen’s  Niels  Lyhne,  Rilke 
thought,  might  have  been  his  own  biography;  and  it  taught  him 
to  seek  in  nature  sensuous  equivalents  of  what  was  most  delicate 
and  incomprehensible  in  himself.  To  Jacobsen,  too,  Rilke  owed 
his  perception  of  the  matter  of  poetry  in  whatever  lay  before  his 
eyes  (‘Bereitscbaft  tmwablerischem  Schauer?1 );  while  Maeterlinck’s 
early  work  (Le  Tresor  des  Humbles)  taught  him  that  there  is  deeper 
tragedy  in  the  reality  of  everyday  life  than  in  the  figments  of 
adventurous  romance.  These  influences  remained  as  the  base  of 
his  development,  but  there  is  no  tangible  evidence  that  George 
added  anything  to  the  towering  superstructure.  Rilke  was  a  mys¬ 
tic,  but  with  a  mere  inkling  of  what  is  mysticism  to  the  philo¬ 
sophers;  he  told  Hermann  Pongs  that  except  for  a  few  pages  of 
Schopenhauer  he  was  unread  in  mysticism  and  philosophy.  For  his 
meetings  (1898-1900)  with  the  Berlin  philosopher  Georg  Simmel 
see  page  180.  Later  he  read  Plato  and  Bergson,  and  towards  the 
md  of  his  life  Juan  de  la  Cruz.  The  great  influences  of  his  maturity 
were  impressions  of  travel,  and  above  all  the  shaping  of  his  con- 
teption  of  God  by  his  two  visits  to  Russia  and  his  Russian  studies. 

1  j)2nge  sind  poesiereif. 
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slave  of  woman.  Their  gospel  was  the  Mutterrecht  (i  86 1)  of  Johann 
Jakob  Bachofen,  who  sees  in  the  'raging  rapture  and  ordering 
motherly  care5  of  woman  the  principle  of  the  organic;  and  from 
this  gynaecocracy  they  evolved  a  new  cosmic  philosophy  (whence 
they  are  called,  in  the  relevant  literature,  'die  Kosmiker’)  in  which 
Eros  is  female.  It  seemed  possible  that  George  might  be  deposed 
from  leadership  of  the  Circle  because  of  his  £ Personenkuif ,  that  is, 
his  cultus  of  male  friends ;  and  in  any  case  this  cult  of  the  female 
in  all  her  primeval  superiority  was  bound  to  be  anathema  to  a 
declared  gynophobe  like  George.  His  lambs  (including  Gundolf) 
returned  to  the  fold  when  he  asserted  his  authority;  and  it  is  pos¬ 
sible  that  the  production  of  his  God  was  not  precipitated  by  this 
crisis ;  what  is  certain,  however,  is  that  Maximin  restored  his  peace 
of  mind.  In  Maximin  he  found  the  realization  of  his  dream  and 
the  fulfilment  of  his  religion :  body  made  God  and  God  made 
body.  Having  the  spiritual  idea  of  the  God  he  demanded  its  visual 
perception.  (As  some  of  the  schoolmen  reasoned:  the  idea  of  a 
thing  can  only  exist  if  the  thing  itself  exists.)  Thus  he  created 
God.  Gundolf  interpreting  says  that  male  beauty  (Eros)  excites 
the  spiritual  desire  of  procreation  just  as  the  beautiful  female 
(Aphrodite)  excites  the  physical  desire  of  procreation.  Only  the 
Greeks1  and  the  Germans,  he  adds,  have  deified  beautiful  youths, 
because  these  inspire  to  heroic  deeds  and  spiritual  creativeness. 

Maximin  as  the  new  God  appears  in  Der  siebenfe  Ring  (i  907-1 1). 
The  book  falls  into  seven  parts,  each  with  poems  to  a  multiple  of 
seven  -  a  holy  number.  The  central  part  is  Maximin ;  and  round 
the  revelation  of  divinity  in  this  central  part  revolve  the  poems  of 
the  other  three  parts  on  each  side,  the  central  idea  being  to  show 
the  existence  of  divine  beauty  in  a  world  which  had  seemed  deser¬ 
ted  by  God.  Since  God  is  revealed  in  the  beautiful  body  of  man, 
man  is  divine ;  and  divine  too  is  the  world  in  which  man  appears 
as  God;  therefore  we  must  animate  all  things  with  the  divine 
essence  which  is  thus  proved  to  be  on  earth,  and  thus  we  shall 
prepare  the  cnew  life5. 

1  Ernst  Morwitz  -  whose  book  on  George  is  the  clearest  and  most  sensible 
there  is  -  points  out  (dass  die  Griechen  an  einem  wiederkehrenden  Fest  die  Gestalt 
des  Apoll  in  einem  Knaben  verkorpert  sahen ,  ihn  durch  das  Fand  sand  ten  und  das 
Geheimnis  der  noch  alle  lebendigen  Keime  umschliessenden  Jugendform  dadurch  feierten > 
dass  sie  ihn  ivahrend  seines  Um^uges  als  den  Gott  selbst  anbeteten.  Den  Sinn  dieses 
Erlebnisses  sucht  der  Dichter  in  den  Versen  \Auf  das  Feben  und  den  Tod  Maxim  ins’ 
von  verschiedenen  Sichhvinkeln  aus  fas  sen  l 
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1  =  j Dmge  stnd poesiereif. 
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In  his  closing  years  his  study  of  Paul  Valery  may  have  sustain^ 
him  in  the  last  distortions  of  his  style.  But  to  a  mind  so  oridml 
influences  count  for  comparatively  little;  Rilke  made  himself  in 
utter  loneliness  of  spirit  and  in  restless  mental  torment.  ’ 
Rainer  Maria  Rilke  was  born  at  Prague  on  December  3rd  to  4th 
1875,  at  midnight,  that  hour  in  which  the  Saviour  was  born 
which  reason  he  was  christened  Maria  as  well  as  Rene.  This  second 
name  he  himself  changed,  in  1899,  to  Rainer,  because  this  name 
was  ‘beautiful,  simple,  and  German’.  His  birth  was  premature' 
this  may  explain  something  of  his  shrinking  delicacy  throughout 
his  life.  It  has  been  shown  that  there  is  no  foundation  for  the 
romantic  fancy  he  himself  nursed  so  pathetically  that  he  was  the 
last  scion  of  a  noble  family  of  Carinthia,  a  long  line  of  officers;  on 
the  father’s  side  his  ancestors  were  peasant  proprietors  in  Bohemia, 
on  the  mother’s  burghers  of  Prague.  There  is  no  need  to  regret 
the  illusion,  for  in  the  ripeness  of  time  it  was  the  inspiration  of 
one  lovely  poem  in  honour  of  an  imaginary  ancestor  ( Die  Weiss 
von  Liebe  und  Tod des  Cornets  Rilke),  and,  in  x  906,  of  his  Selbstbildnis, 
much  more  attractive  than  the  best  portraits  the  photographers 
could  manage : 

Des  alien  lange  adligen  Geschlechtes 
Feststehendes  im  Augenbogenbau. 

Im  Blicke  noch  der  Kindheit  Angst  und  Blau 
und  Demut  da  und  dort ,  nicht  eines  Knechtes, 
dock  eines  Dienenden  und  einer  Frau . 

Der  Mund  als  Mund  gemacht ,  gross  und  genau , 
nicht  uberredend,  aber  ein  Gerechtes 
Aussagendes.  Die  Stirne  ohne  Schlechtes 
und  gem  im  Schatten  stiller  Niederschau  .  .  , 

It  may,  too,  have  been  an  illusion  that  his  mother  was  cruel  to 
him  in  his  childhood;  as  the  daughter  of  an  Imperial  Councillor 
she  was  of  somewhat  better  class  than  her  husband,  a  railway 
official,  from  whom  she  separated  in  1884.  It  is  known  that  till  he 
was  five  she  brought  him  up  as  a  girl,  with  a  girl’s  long  hair  and 
clothes,  and  gave  him  dolls  to  play  with.  The  boy  was  educated 
at  the  Cadets’  Schools  of  St.  Polten  and  Weisskirchen  in  Moravia. 
At  Weisskirchen  he  was  bullied  by  the  more  robust  boys,  and  his 
spiritual  suffering  marked  him  for  life;  at  first  he  humbled  himself 
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to  suffer  like  Christ,1  and  then  -  a  strange  experience  for  a  mystic  - 
he  turned  away  from  Jesus  because,  he  thought.  He  barred  the  way 
to  God.  This  hatred  of  Jesus2  shows  violently  in  his  earlv  work, 
e.g.  in  his  short  story  Der  Apostel  (1896),  though  here  the  main 
ferment  may  have  been  Nietzsche’s  denunciation  of  Christianity. 
In  1891  he  was  taken  away  from  the  cadet  school  on  the  grounds 
of  persistent  ill  health,  and  studied  for  a  year  at  the  Handdsschule 
at  Linz.  In  1894  he  passed  his  leaving  examination.  On  his  return 
to  Prague  he  began  to  write.  His  Leben  undLieder  (1894),  of  which 
only  five  copies  remain  in  existence,  represent  his  juvenilia;  in 
Larenopfer  (1896)  his  cult  of  death  begins  to  appear;  in  the  lyrics 
of  Wegwarten  (1896),  of  which  three  hundred  copies  were  printed 
to  be  given  away  to  the  sick  in  hospitals  and  to  the  poor,  we  find 
the  poet’s  first  experimental  touches  in  alliteration,  pictorial  com¬ 
pounds,  and  verbs  for  adjectives:  DieLuft lecktf  lerchenlustern  .  .  . , 
blutenbe^wungene  Zweige,  blauender  Waldsee. 

In  1896  Rilke  went  to  Munich  and  in  1897  to  Berlin.  Between 
1898  and  1900  he  stayed  a  few  months  in  Italy  and  twice  visited 
Russia.  The  Russian  experience  was  vital.  His  guide  was  Lou 
Andreas-Salome  (p.  333).  In  1899  Rilke  stayed  a  week  at  Moscow 
and  six  weeks  at  St.  Petersburg,  and  on  his  return  to  Germany  he 
plunged  fiercely  into  the  study  of  the  Russian  language  and  of 
Russian  history.  On  his  second  visit  in  1900  he  travelled  in  South 
Russia  and  the  Ukraine,  spent  a  few  hours  with  Tolstoy  at  Jasnaya- 
Poliana,  and  went  up  the  Volga  to  Saratov.  He  had  thought  that 
he  had  found  his  spiritual  homeland  in  Italy;  now  he  was  sure  he 
had  found  it  in  Russia.  Florence,  with  its  beggars  ever  creating 
God  in  the  frescoes  of  Fra  Angelico,  had  merely  prepared  him  for 
Moscow.  The  level  Russian  plain  stretching  away  to  infinity,  the 
simple  religion  of  the  peasants,  to  whom  God  was  near  as  a 
neighbour,  made  a  deep  impression  on  his  mind.  A  few  years 
later  he  was  to  write  to  his  friend,  the  Swedish  writer  Ellen  Key: 
Russ land  wur de  Jut  mich  die  ~Wir klichkeit  und  sptgleicb  die  tiefe,  t&gliche 
Einsicht :  doss  die  Wirklichkeit  etwas  Femes  ist,  etwas,  was  unendlicb 
langsam  ^ujenen  kommt ,  die  Geduld  haben.  Russland  —  das  ist  ein  Land, 
wo  die  Menschen  einsame  Menscben  sindjeder  mit  einer  Welt  in  sicbjeder 
voll  Dunkelbeit,  wie  ein  Berg;  jeder  tief  in  seiner  Demut,  ohne  Eurcbt, 
sicb  t(u  erniedrigen  und  deshalb  fro  mm.  Menschen  voll  Feme,  Ungewissheit 

1  ‘Id  hide  es,  veil  Christas  es  gelitten  hat ,  still  und  ohne  KJaget 

2  Equally  marked  but  less  strange  in  the  verse  of  the  Jew  Albert  Ehrenstein. 
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mid  Hoffmmsen  -  Werdended  And  over  all  a  God  who  ha. 
been  defined,  who  eternally  transforms  Himself  and  otdn'l 
God  who  ripens  stage  by  stage  with  the  ripening  of  those  wht 
seek  Him.  And  Rilke  believes  that  he  must  now  ripen  himself  h 
ripening  the  God  within  him:  his  God  will  only  be  ™  f  ? 
himself  is  great.  b  t  ^ 

At  Florence  Rilke  had  met  the  painter  Heinrich  Voo-eW 
at  his  invitation  he  visited  Worpswede,  a  village  in  the  flat  Wu 
land  (Moordorf)  near  Bremen;  here  a  colony  of  artists  had ^gatttd 
whose  ideals  touch  those  of  the  impressionists :  influenced  by  Julius 
Langbehn  s  Rembrandt  als  Er^ieher  (pp.  444-5),  they  regarded  thenT 
selves  as  the  heralds  of  a  new  spirit  which  should  regenerate  tKe 

jntellectual  llfe  of  German7  by  freeing  it  from  the  miatmas  of  city 
life.  Vogeler  contributed  to  impressionism  by  his  book  ilhstJ 
tions  and  the  Worpswede  artists  point  forward  to  Heimatkunsf 
one  ofthem  Fritz  Mackensen,  proclaimed:  ‘der  rechte Kunstler ham 
gar  nicht  lokal  genug  sem\  They  specialised  in  heaths  and  silver 
birches  and  the  far  vistas  of  the  North  German  plain,  in  which 
Rilke  thought  he  might  recapture  his  Russian  sensations  of  dis 
tance  and  infinity.  At  Worpswede  Rilke  met  a  young  sculptress 
Clara  Westhoft,  whom  he  married  in  the  spring  of  x 90  j.  A  daughter 
was  born  in  December,  but  in  the  following  May  they  separated  • 
there  were  financial  difficulties  (publishers  refused  to  lend  on  pros¬ 
pects)  ;  and  in  any  case  Rilke’s  incapacity  for  wedded  life  stands 
out  stark  and  clear  from  his  correspondence.  But  the  two  remained 
friends,  and  met  occasionally;  the  daughter  married  Carl  Sieber 
the  editor  of  the  poet’s  letters.  Rilke  was  doomed  by  his  restless 
nature  to  be  a  homeless  wanderer  over  the  face  of  the  earth-  but 
from  his  homelessness  he  drew  the  mood  of  some  of  his  most 
poignant  writing.  Life  in  common  with  the  artists  of  Worpswede 
had  turned  his  mind  to  consideration  of  the  nature  of  art  par- 
ticularly  of  sculpture;  his  wife  had  been  a  pupil  of  Rodin  in  Paris 
and  Rilke  began  to  surmise  that  in  Rodin  he  had  discovered  his 
pattern  He  stayed  m  Paris  from  August,  1902,  to  March,  190? 
returned  repeatedly,  and  in  due  course  lived  in  Rodin’s  house  at 
Meudon  as  the  sculptor’s  secretary.  In  his  first  stay  in  Paris  Rilke 
suffered  acutely  from  the  noise  of  the  city;  he  had  the  sensation  of 
being  run  over  by  vehicles.  To  his  wife  he  wrote:  ‘Mich  angstim 
die  viekn  Hospitaler  die  hier  uberall  sind.  Ich  verstehe,  warum  sie  bei 
Verlaine, ,  bet  Baudelaire  und  Mallarmi  immerfort  vorkommen.  Man  sieht 
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Kranke,  die  hmgehen  oder  hinfahren,  in  alien  Strassen  .  .  .  Man  fiihlt  auj 
einmal,  dass  es  in  dteser  met  ten  Stadt  Heere  von  Kranken  gibt,  Armen 
von  Sterbenden ,  V biker  von  Totend  He  had  not  been  conscious  of  the 
misery  of  the  other  great  cities  he  knew.  He  did  not  run  away: 
like  Verhaeren  nerve-wracked  in  his  tentacular  city  he  hardened 
himself,  eben  weil  es  schwer  isd .  (Carlyle:  ‘Do  that  which  thou 
fearest  to  do.’)  He  shut  himself  off  from  company,  but  spent  days 
in  the  Biblioth'eque  Rationale.  In  1903  he  escaped,  a  sick  man  for  all 
his  defiance  of  his  malaise  (as  he  calls  it),  to  Viareggio  near  Pisa. 
The  last  half  of  1904  he  spent  at  Borgeby  Gard  in  Sweden  and  at 
Charlottenlund  near  Copenhagen.  From  May,  1908,  to  February, 
1910,  he  was  again  in  Paris,  where  he  wove  his  Scandinavian 
memories  into  the  nostalgic  prose  of  Die  Auf^eichnungen  des  Malte 
Laurids  Brigge.  In  1912  he  spent  four  months  in  Spain;  he  was 
fascinated  by  Toledo  and  Ronda,  and  from  Cordova  he  wrote  to 
the  Princess  of  Thurn  and  Taxis  —  who  from  now  onwards  is  in 
the^  position  to  him  of  one  of  the  grandes  dames  of  previous  cen¬ 
turies  to  their  impecunious  poets  -  that  since  he  had  seen  this 
city  he  felt  furiously  anti-Christian:  Christianity,  he  declared,  was 
an  empty  fruit  whose  skin  should  be  thrown  away.  Mahomet,  he 
adds,  spoke  to  God  directly,  whereas  Jesus  was  a  telephone  to 
God.  1911-12  he  stayed  at  the  castle  at  Duino  on  the  Golfo  di 
Penzano  on  the  Adriatic  coast;  it  had  been  placed  at  his  disposal 
by  the  Princess  of  Thurn  and  Taxis.  Here  he  tound  the  mood  to 
write  the  first  two  of  the  elegies  "which  bear  the  name  of  Duino. 
The  y  ears  of  the  War  paralysed  his  genius.  In  1916  he  was  declared 
fit  for  service,  but  broke  down  under  the  weight  of  his  knapsack, 
and  was  mercifully'  given  sanctuary  in  the  Press  censorship  at  the 
War  Office  in  Vienna;  here  he  had  friends  for  company  -  Stefan 
Zweig,  Franz  Karl  Ginzkey;  and  the  colonel  in  charge  asked  him 
just  to  put  in  an  appearance  in  the  mornings  and  busy  himself 
with  his  own  work.  This  kindness  he  rejected,  for  conscience’ 
sake ;  but  friends  procured  his  release.  1 9 1 7- 1 9  he  spent  at  Munich ; 
he  was  expelled  because  he  was  now  a  Czech  and  as  such  could 
not  claim  Austrian  protection.  His  contribution  to  the  literature 
of  the  War  are  the  Ftlnf  Gesdnge,  now  in  Lektfe  Gedichte;  he  began 
with  praise  of  the  God  who  carries  a  whole  nation  with  Him;  but 
from  the  third  song  onwards  to  this  God  war  is  horrible,  and  the 
fifth  song  begins :  ‘Auf,  und  schreckt  den  schrecklichen  Gott!  Besiunp 
ibn.  |  Kampf-Lust  hat  ihn  vor^eiten  vermohnt ..  A  Rilke’s  attitude  to 
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post-War  Germany  ls  pathetically  expressed  in  a  letter  of  102tl 
in  1 9 1 8,  he  says,  Germany  might  have  shamed  the  world  by  accem 
mg  humiliation  and  changing  its  pre-War  policy.  After  wJJ*  P 
about  in  Switzerland,  Italy,  and  France  he  stationed  himself 
cannot  say  that  he  settled  -  in  the  Rhone  valley,  and  pa  ed  bt 
last  years  m  an  old  tower  dating  from  the  thirteenth  cemury  ne  ' 
Sierre  in  Valais,  Ins.  Chateau  de  Muzot  sur  Sierre  placed  at  bi 
disposal  by  the  Swiss  patron  of  literature  Werner  Reinhart  of 
Winterthur,  whom  Rilke  ever  afterwards  referred  to  as  his  Lehns 
Here  in  the  little  garden  he  had  a  hundred  roses  planted' 
and  he  died  in  1926  from  blood  poisoning  caused  by  pricking 
imself  with  the  thorn  of  one  of  his  roses  he  gathered  one  day  for 
a  lady  visitor.  He  is  buried  m  the  cemetery  at  Raromie  * 
Outwardly  Rilke’s  life  was  eventless;  and  yet  it  is^the  intensity 
of  his  experiences  which  we  follow  up  in  his  work  from  stage  to 
stage.  In  his  early  verse  there  is  naturally  more  imitation  than  ex¬ 
perience:,  certainly  in  Larenopfer,  the  only  strictly  juvenile  poems 
admitted  to  Erste  Gedichte  (1913),  where  they  take  place  with 
the  three  verse  collections  which  chronologically  followed  them- 
Traumgekront  (1 897),  Advent  (1 898)  and  Mir  Kur  Feier  (1 899).  Laren¬ 
opfer  is  -  if  one  may  be  allowed  a  paradox  -  urban  Heimatkunsh  the 
poems  reproduce  the  architecture  and  the  medieval  and  Baroque 

thatofHeinelke,S  ^  °f  Prague’  Metrically  the  stamp  is 


Alte  Hauser,  steilgegiebelt, 
hohe  Turme  voll  Gebimmel,  - 
in  die  engen  Hope  liebelt 
nur  ein  rnn^ig  Stiickchen  Himmel. 


Und  aufjedem  Treppenpflocke 
tnude  lachelnd  —  Amoretten  / 
hoch  am  Dache  um  barocke 
Vasen  rieseln  Rosenketten. 


Heine-esque  ballads  rub  shoulders  with  crass  Armeleutepoesie.  But 
here  is  already  Rilke’s  verbal  invention  and  glaring  imagery: 


Die  Stadt  verschwimmt  me  hinter  Glas. 
Nur  hoch ,  wie  ein  hehelmter  Hiine, 
mgt  klar  vor  mir  die  grunspangrune 
Turmkuppel  von  Sankt  Nikolas . 


1  Brief e  an  einejunge  Frau,  pp.  43-4. 
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The  architectural  mood  is  of  course  German  rather  than  Czech; 
and  only  a  few  scraps  of  Czech  indicate  Rilke’s  nodding  acquaint¬ 
ance  with  the  language  of  the  Czech  poets  wrhom  he  was  at  this 
time  meeting  in  the  literary  cafes  of  the  city;  but  his  sensitiveness 
to  the  melodies  of  Czech  folksongs  comes  out  in  Volksweise : 

Mich  ruhrt  so  sehr 

bohmischen  Vo/kes  Weise, 
schleicht  sie  ins  Her%  sich  kise, 
machf  sie  es  schwer . 

I Venn  ein  Kind  sacht 
singi  beim  Kartoffeljaten , 
klingt  dir  sein  Lied  im  spa  fen 
Traum  nock  der  Nachf. 

Magst  du  auch  sein 
weit  iiber  Land  gefahren , 
fdllt  es  dir  dock  nach  Jahren 
steis  irieder  ein. 

In  Trcmmgekrdnt  the  Heine-esque  note  continues,  but  there  is  an 
inner  radiance  (as  well  as  the  crystal  coruscation  of  Christmas 

cards)  in  such  a  poem  as : 

Es  gibi  so  wtmdenveisse  Nachf e , 
drin  alle  Dinge  Silher  sind. 

Da  schimmert  mancher  Stern  so  lind} 
als  ob  er  fromme  Hirten  brdchte 
c(u  einem  neuen  Jesuskind . 

Weit  me  mit  dichtem  Demantstaube 
bestreut,  erscheinen  Flur  und  Flut , 
und  in  die  Herzen,  traumgemuty 
steigt  ein  kapellenloser  Glaube 5 
der  leise  seine  Wunder  tut. 

Here  the  ecstatic  rise  of  the  rhythm  in  the  antepenultimate  line 
and  the  folding  appeasement  of  the  last  are  typically  Rilkean.  In 
other  poems  there  is  a  gliding  softness  and  rhythmical  regularity 
(admirably  fitted  to  the  mood)  which  we  do  not  find  in  Rilke’s 
mature  verse: 
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Das  war  der  Tag  der  weissen  Chrysanthemen ,  — 
tmr  bangte  fast  vor  seiner  schweren  Pracht .  . 

Und  dam,  dann  kamst  du  mir  die  Seele  nehmen 
tief  in  der  Nacht. 

Mir  war  so  bang,  und  du  kamst  lieb  und  leise,  - 
ich  hatte  grad  irn  Traum  an  dich  gedacht. 

Du  kamst ,  und  lets  wie  eine  Marchenweise 
erklang  die  Nacht .  .  . 

This  lyric  -  which  has  been  taken  into  the  anthologies  -  shows 
exactly  how  imitative  Rilke  is  in  this  early  verse:  he  is  literally 
fitting  words  to  one  of  the  best  known  of  German  tunes,  that  of 
Hermann  Glim’s  SielP auf  den  Tisch  die  duftenden  Keseden ,  |  Die  lefrten 
ro  ten  Astern  bring  herbei,  |  Und  lass  mis  von  der  Liebe  reden,  |  Wie  einst 
im  Mai ;  all  he  does  is  to  lengthen  the  third  line  by  one  foot.  The 
poems  of  Traumgekront  are  decadent  in  tone.  It  is  as  though  Rilke 
had  been  reading  Maeterlinck’s  Sevres  chaudes.  Not  that  there  is 
painting,  of  disease;  indeed  the  attitude  to  death  is  already  that 
idealization  of  ripened  readiness  which  Rilke  was  to  make  his 
gospel.;  th efin-de-sieck  tints  are  rather  in  the  adjectival  and  nominal 
evocations,  (weisse  Wrnsche,  verbliihte  Sterne,  nachteblasse  Sehnsucht, 
etc.),  and  in  the  prevailing  landscapes  of  snowed-up  winters  and 
faint  springs  in  which  the  symbolist  paraphernalia  (gaudy  pea¬ 
cocks,  shimmering  swans,  dark  pools,  etc.)  serve  for  splashes 
of  colour.  Into  these  lorn  landscapes  are  projected  the  personal 
moods  of  the  poet  -  his  thwarted  childhood  (Warst  du  ein  Kind  in 
fro  er  Schar .  .  . ),  his  loneliness  (Der  Fag  entschlummert  leise)  and  his 
(  ater  so  wistful)  association  of  his  unfulfilled  longing  with  the 
erotic  expectation  of  maidens.  Advent,  too,  ranges  itself  with  the 
iterature  of  the  late  nineties  by  its  decadent  tints  and  morbid 
images  (blutenblasse  Maiennachte,  silberstille  Teiche,  liebeleise  Arne). 
But  the  real  Rilke  -  his  rapid,  fluent  rhythm  -  begins  in  such 
poems  as  Der  Abend  kommt  von  weit gegangen.  Notable  is  the  adum¬ 
bration  of  the  poet’s  spiritual  growth  in  the  introductory  poem: 

Das  ist  mein  Streit : 
sehnsuchtgeweiht 
durch  alle  Tage  schweifen, 
dann,  stark  und  breit , 
mit  tausend  Wur'gelstreifen 
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iiej  in  das  Leben  greifen  - 

mid  durch  das  Leid 

mif  aus  dem  Leben  ret  fen, 

weit  aus  der  Zeit ! 

This  programme  was  the  very  opposite  of  what  was  to  shape  the 
poetic  personality  of  Stefan  George,  with  whom  all  striving  h 
ego-centric:  George’s  mission  is  to  ripen  life  to  his  own  ideal, 
that  of  Rilke  to  ripen  personality  beyond  the  range  of  life  —  but 
by  sinking  into  it  and  rising  out  of  it  to  the  skies  like  a  tree  widek 
rooted  in  the  earth  of  reality.  And  there  is  already  in  Advent  the 
theme  of  pilgrimage  to  God,  already  the  first  hints'  of  Rilke’s  later 
definition  _of  God  as  a  direction  given  to  love,  and  of  death  as  a 
portion  of  personality;  and  thus  the  book  is  in  some  sort  a  prelude 
to  Das  StundenbucL  The  dreamy  wistfulness  of  the  Madden  poems, 
too,  is  sketched  in  Alle  Madden  erwarten  wen ,  1  wenn  die  Baume  in 
Bln  fen  stebn ,  and  in  the  very  lovely: 

Lehnen  im  Aden  agar  ten  beide , 
lausden  lange  nach  irgendwo. 

'  "Du  bast  Hande  me  weisse  Seine  ..  A 
Und  da  staunt  sie :  "Da  sagst  das  so  ..  A 

Etwas  ist  in  den  Garten  getreten , 
and  das  Gif  ter  hat  nidi  geknarrf, 
and  die  Rosen  in  alien  Bee  fen 
behen  vor  seiner  Gegenwarf . 

Here  again  there  is  imitation  probably  -  of  Maeterlinck’s  UIntruse. 
c  Rise’s  mystical  losing  of  himself  in  individual  phenomena 
C Dinge ’)x  takes  definite  shape  in  the  poems  o£  Mir  %ur  Feier2  (1899), 
the  first  book  to  be  signed  with  the  new  name  of  Rainer  Maria 
Rilke.  Later  he  proclaimed  it  to  be  his  first  book.  Now  he  is  con¬ 
scious  that  he  is  a  dreamer  Hause  ^wischen  Tag  und  Traum’)  who 
would  fain  proffer  yearning  in  his  rhymes  (eine  Sehnsucht  reichen  in  den 
Feimeri) ,  henceforth  his  soul  shall  be  like  a  festal  garment  covering 
thinking  things  (  breite  dich  wie  ein  Feterkleid  [  fiber  die  sinnenden 
Dinge’).  His  ‘gospel  of  things’  takes  concrete  shape  in  this  volume 
in  a  group  of  poems  which  deal  with  the  relativity  of  the  names  of 
things  to  the  essence  of  these  things :  words,  says  Rilke  quizzically 

1  ‘Anf testing  des  Ich-Seins  hinein  in  das  Sein  der  Dinge.’ 

2  The  second  revised  edition  (1907)  changes  the  title  to  Die  friihen  Gedichte. 
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(another  mystic,  Christian  Morgenstern,  turned  the  idea  into ;  , 

mg  rhymes),  express  so  clearly  -  ‘dog’  and  ‘house’  u  1 

nmg  and  an  end.  But  has  the  thim  the  sense  and  limi^  7  \  begUl' 

T0,mr  Middk- SSJSSit 

ceptualists  had  disputed  for  generations  on  this  problem  But 
the  schoolmen  did  not  dream  of  the  task  Rilke  sets  himself-  A  5 

durch  die  Dmge  sp  gehen\  to  listen  to  the  stirring  of  their  Ilf 
spirit  and  to  weave  this  inner  life  of  things  withfheir  own 
(which  expresses  God)  into  his  verse.  ‘Alle  Dime  an  Ji  • 
gafe,’ mm  a  later  p°em.  W,  „ich  mdgfbm  «l“„:  Andtm 
Yfr  his  ™»ing:  you  are  killing  thesei£n«  ™ 

define  by  name,  these  things  that  I  love  to  hear  singino-  Sim 
arms  forests  sleep,  and  I  am  the  music  over  their  tops? and  aU  Z 
darkness  of  my  nature  is  the  darkness  that  is  in  violins.  Things 
aie  the  mystery  -  the  bleeding  goblet  -  revealed  to  the  pilgrim 
when  the  last  curtain  falls  from  the  altar;  and  then  he  cannot^ 

And  S°m  thC  “yStlC  arr°W  has  hit  the  Pkyer’s  aim 

nd  (since  the  Divine  is  m  me  and  in  all  these  things)  is  not  my 

life  the  life  of  things  ?  He  asks :  &  not  my 


Kami  mr  einer  sagen ,  wohin 
tch  mit  meinem  Leben  reiche  ? 

Ob  tch  nicht  attch  im  Sturme  streiche 
und  als  Welle  ivohne  im  Teiche, 
md  ob  tch  nicht  selbst  die  blasse ,  bleiche 
fruhlingsfrierende  Birke  bin? 

The  final  poem  links  Mir  Zur  Feier  with  Das  Stundenbuch: 

Du  darfst  nicht  marten,  bis  Go  ft  dir  geht 

md  sagt:  Ich  bin. 

Fin  Go  ft,  der  seine  Starke  eingesteht, 

hat  keinen  Sinn . 

Da  musst  du  wissen,  dass  dich  Gott  durchweht 
seit  -Anbeginn, 

und  mm  dein  Her%  dir  gliiht  md  nichts  verrat , 
dam  schafft  er  drin. 

USSl  G,°d  iS  n?tj  Where  even  His  seasons  are  anaemic  or  feverish, 
is  m  the  tentacular  city : 

Das  ist  dort,  m  die  letsgten  Hutten  sind 
md  neue  Mauser,  die  mit  engen  Brusten 
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si  eh  drangen  au. s  den  bangen  Banger  its  fen 
und  wissen  wo  lien ,  wo  das  Feld  begimif . 

Dort  bkibi  der  Fruhling  immer  halb  und  Mass , 
der  Sommer  fieberi  hinter  diesen  P/ankeu; 
die  Kirschenbdume  und  die  Kinder  kranken, 
und  nur  der  Herbst  hat  dorten  irgendwas 

Versohnliches  und  Femes ;  manchesmal 

sind  seine  Abends  von  sanftem  Schmei^e : 
die  S chafe  sebum  mem,  und  der  Hirt  im  Ped^e 
lehni  dunked  an  dem  let^ten  Fampenpfahl. 

This  nostalgic  lyric  —  a  dirge  of  the  pastoral  fields  dying  as  the 
tentacles  of  the  creeping  town  reach  them  -  belongs  to  Grossstadf - 
poesiey  a  genre  which  (influenced  by  Verhaeren)  is  to  picture  the 
city  as  a  nightmare  -  as  to  Rilke,  as  we  shall  see,  it  literally  was. 
Symbol  and  personal  feeling  blend  to  make  the  tripartite  cycle 
Madchenges  taken  >  Fie  der  der  Alddchen,  Gebete  der  Aladchen  Alarie, 
the  most  fascinating  part  of  Mir  %ur  Feier.  Certainly  these  poems 
have  full  value  as  exquisite  poetry  apart  from  their  mystical  mean¬ 
ing:,  with  the  quaint  imagery  set  in  their  simple  phrases  they  do 
sensitively  evoke  the  stirrings  of  first  maiden  puberty,  the  fear, 
and  the  expectation.  No  poem  in  the  world  proves  the  purity  of 
sexual  union  as  does  this  prayer  of  the  maidens  to  Mary: 

Schau ,  unsre  Tage  sind  so  eng 
und  bang  das  Nachtgemach ; 

wir  langen  alle  ungelenk 
den  roten  Rosen1  nach . 

Du  mussi  ms  mi  Me  sein,  Marie, 
wir  bluhn  aus  deinem  B/ut, 
und  du  allein  kannsi  wissen ,  wie 
so  web  die  Sehnsucht  tut; 

du  hast  ja  dieses  Madchenweh 
der  See/e  selbst  erkannt: 

sie  fuhltsich  an  wie  Weihnachfsschnee , 
und  steht  doch  gam j  in  Brand. 

1  ln  the  Foikstied  (as  in  Goethe’s  Rdslein  rot)  red  roses  signify  the  loss  of 
virginity. 

F* 


I  he  rendering  of  sensuous  impressions  is  throughout  hi 
W  equally  gentle  and  equally  poignant,  and  is 
for  the  stamp  of  exquisite  poetry.  But  to  Rilke  what  to  us  k T 
very  soul  of  poetry  is  merely  the  veil  of  the  meaning!  V* 
sind  nur  die  Mauern.  |  Debit,  ter  in  immer  blauern  I 
Sinn’;  and  the  wistful  maiden  of  these 
Rilke  s  image  at  this  stage  of  his  mysticism  for  his  own  makkn 
sou  maiden  because  of  its  union,  in  purity  of  physical  a 

omen“  ’  °f ^  “d  dr“m  pi°iected’ into  °«er  p£ 

vanceTfrom!?  'S°J|Rmtc  att£mPKd  plays,  in  which  he  ,d- 

vances  from  the  crass  realism  of  the  naturalists  tn  «»  o^k  r 

influenced  by  Maeterlinck,  as  in  Die  ,K«„  Firsfir,  which  appeaS 

' 899  “  1“n’  ™s  reprinted  in  Mir  1 j«r  Flier.  It  is  the  onlv 
one  of  hts  plays  which  he  included  in  his  collected  wort  Di, 

*  e  i'uisfm  is  in  the  nature  of  a  curiosity  among  those  claviers  nf 
the  period  which  take  rank,  in  spite  of  their  thinness  of  action  by 

butTtWh T  nCW  IytlCa]  SUPPleness’  A11  there  is  in  the  play  l 
li  ^  fascmatlon  °f  some  strange  hot-house  flower  -  is  [he 
T  a,°  dlfguby  thC  WIllte  Princess  and  her  young  sister  Monna 
H  m  nf  Aeir  Sexual  state-  Whether  the  White  Princess  is  dike 
Hebbel  s  or  Georg  Kaiser’s  Judith)  physically  a  virgin  -  she  has 
ong  been  married  to  a  man  who  does  not  heed  het-  or  merd 
virgin  m  soul  (she  has  been  m  bed  with  the  ebony  Cross  of  Christl 

•snowTf  Rfl/S  mr  i°Ver  V**  ^  ***  sister  has  the  fire  “d 

forit  the  Pr,rtenf  °  t0  ^  What  °ne  does  ** 
theniabr  fa?haCll!e  plcturinS  in  the  sultry  atmosphere  of 

&  >  particularly  in  the  stage  directions :  ‘Monna  Lara  hat  sich 
kmeend ^uruckgeworjen  und  halt  mit  beiden  Handen  ihre  Bruste  hin  ah 

fh[[  of  hT^  ffn^-  The  erotic  problem  is  in  any  cl 

L  “d  there  is  nearness  to  ^  hys¬ 
teria  of  Elektra,  as  m  Monna  Lara’s  plaint: 


Wenn  ich  mir  denke ,  dass  ich  noch  ein  Jahr 
herumgehn  soil  mit  merklartem  Bint , 
unausgeruht ,  -  von  meinem  eignen  Haar 
hochmiitig  iibersehen  wie  ein  Kind, 
allein  und  blind  immitten  meiner  Brands, 
sogar  den  Hunden  neu  und  wie  versagt, 
mir  selbst  sofremd,  dass  mich  die  eignen  Hande 
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anrubren  me  die  Hande  einer  Mam  .  .  .  ■ 

wenn  icb  ein  Jahr  noch  also  leben  soli , 
so  werj  icb  mich  tiacb  diesem  einen  Jahre 
einem  Bedienten  in  den  Weg  me  toll 
mid  fleh  ihn  an>  dass  er  mir  das  erspare. 

The  Influence  of  Maeterlinck  appears  too  In  several  of  the  short 
tales  (collected  In  1928  as  Er^abhmgen  aus  der  Frukyit).  Rilke  as  a 
German  Czech  gives  us  in  Zwei  Prager  Gescbichten  (1 899^  the  atmos¬ 
phere  of  Prague,  sketches  the  life  of  Its  literary  cafes,  and  links  the 
discussions  of  acting  and  literature  to  a  student  conspiracy  against 
the  Austrian  Government.  The  neo-romanticism  of  the  day  "lends 
a  thrill  to  Luisa,  a  hysterical  erotic  creature  who  has  visions  of 
Julius  Caesar,  the  illegitimate  son  of  Kaiser  Rudolf  II,  hunting 
women  as  a  ghost  in  a  castle:  one  of  her  hallucinations  Is  very  fine 
as  a  prose  passage.  The  eleven  stories  collected  in  Am  Leben  bin 
(1898)  mark  Rilke’s  desertion  of  naturalism  for  symbolism.  The 
characters  pass  along  on  the  rim  of  life’;  like  Hofmannsthal’s 
Claudio  they  miss  life  because  of  their  lack  of  ideal  love :  only 
those  live  the  life  of  the  spirit  who  have  been  cured  of  reality  bv 
illness  or  some  Infirmity.  The  formative  Influence  is  that  of  J.  P. 
Jacobsen:  from  him  Rilke  has  learned  to  build  up  a  total  psycho¬ 
logical  interpretation  from  a  cumulation  of  Impressions  or  rather 
apercus  -  of  life  as  it  presents  Itself  to  the  dispassionate  observer, 
with  physical  and  mental  decay  and  death  in  the  forefront.  One  is 
reminded  of  the  Spanish  vignettes  of  Azorin ;  the  difference  is  that 
while  Azorin  in  his  c[uite  ordinary  moods  and  happenings  shows 
the  poetry  of  landscape  and  environment  and  the  haunting  tragedy 
of  decay  Rilke  limns  his  types  with  a  surprising  analytical  cruelty 
and  probes  with  a  grim  curiosity.  There  might  have  been  great 
possibilities  of  a  new  fiction  in  this  style  if  he  had  continued  it;  or 
it  might  have  shaped  him  to  a  kind  of  intellectualized  Dickens ; 
and  it  is  only  by  holding  this  tentative  work  against  that  of  his 
maturity  that  we  can  realize  the  growth  of  his  mind.  At  the  same 
time  the  comparison  shows  that  he  was  by  nature  lacking  in  warm 
humanity;  the  apparent  pity  for  poverty  in  his  later  work  was 
obviously  of  the  aesthetic  type.  In  this  early  work  he  is  outside 
the  life  he  observes  but  on  a  level  with  it,  while  later  he  sees  it 
from  above  and  transfigured  by  the  ‘distance’  which  for  him  be¬ 
came  the  necessary  condition  of  poetry.  There  is  both  literary  and 


/  MODERN  GERMAN  LITERATURE 

autoWographical  interest  in  the  individual  stories  of  Am  Leben  hi„ 
Das  Chnsthndw as  written  m  1893,  the  date  of  the  appearance  of 
Hauptmann  s  Hanneie;  tt  is  the  tale  of  a  little  girl  ill-treated  ul? 
stepmother;  she  dies  in  hospital  after  being  found  in  the  snow  in 
the  forest,  where  she  has  taken  a  couple  of  candles  and  other  trifles 
to  offer  to  the  stone  image  of  the  Virgin.  Here  we  have,  as  in 
Hanne/e ,  a  blending  of  raw  Armeleutepoesie  with  the  mystic  lights 
of  a  child  s  dreaming  as  she  dies.  Einig  (1897)  is  a  handling  of  the 
son-mother  motif  which  is  so  poignant  in  Rilke’s  own  life.  ThP 
mother  s  name  in  the  tale  is  Sophie  -  the  name  (‘Phia’  for  short! 
of  Rilke  s  own  mother.  When  she  asks  her  son  if  he  does  not  love 
the  recollection  of  his  childhood  he  replies:  ‘0  ja.  Ich  Hebe  sie  me 
man  eme  Luge  hebt ,  durch  die  man  glucklich  wird ...  Id  liebe  alle  Weie 
welch  du  mich  gefiihrt  hast,  diese  leisen,  lautlosen  Wege  urns  Leben  herum 
demem  Gotti  Like  Ibsen’s  Oswald  this  young  man  is  dying  with 
an  illness  he  owes  to  his  father.  Interesting  in  the  style  of  Am 
Leben  bin  is  the  appearance  of  Rilkean  onomatopoeia:  thus  (in  Das 
Chnstkmd )  a  symphony  in  i\  ‘Die  S tinmen  aus  Bad  und  Kraut  ver- 
sickem  in  dem  Dmstmeer, ,  und  nur  das  Wimmern  windgequalter  Witfel 
Ztttert'  durch  den  etnsamen  Tarn ’;  and  on  the  same  page  a  play  on  & 
with  interior  rhyme:  ‘Das  mondscheinfarbene  Licht  flutete  weich  wie 
eme  an  flachem  Sande  landende  Welle  durch  den  Raumd 

The  son-mother  motif  recurs  in  the  short  story  Die  Letoten 
(1902),  the  last  of  the  tales  collected  under  this  title.  The  hero  a 
lad  engaged  to  a  robust  girl  of  peasant  stock,  dies  of  consumption: 

is  long  line  of  ancestors  -  generals,  bishops,  etc.  -  have  taken 
the  vigour  from  his  blood.  His  mother  has  kept  him  from  life. 
Like  Hofmannsthal’s  Claudio  he  has  not  lived;  he  complains  that 
his  mother  would  have  kept  him  from  ‘das  Fremde,  Neue,  Unruhige, 
das  ich  mcht  begreifd.  ‘Q  these  books!’  she  moans.  In  Rilke’s  eyes 
a  man  unformed  by  woman  is  left  in  the  raw,  and  the  natural 
t  ng  is  that  the  mother  should  do  the  first  shaping ;  but  it  is  clear 
^  *s  argument  the  mother  tends  to  keep  her  son  away  from 
t  e  shock  of  life  -  and  the  other  woman  or  women  -  that  alone 
would  harden  him  for  experience. 

Rilke  s  mysticism  finds  its  first  mature  expression  in  a  volume 
of  short  stories,  Geschichten  vom  lieben  Gott  (1904)  and  in  the  verse 
o  Das  Stundenbuch  (1 905).  The  difference  between  the  mysticism  of 
the  two  books  is,  roughly,  that  while  in  the  first  God,  abandoned 
and  feeble,  hiding  modestly  behind  the  cover  of  things,  is  seeking 
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man,  or  rather  seeking  Himself  in  man,  in  the  second  man  is 
desperately  seeking  a  God  of  strength  who  is  only  to  be  won  by 
wrestling  and  tribulation;  the  first  is  the  God  of  everyday  life,  the 
second  the  God  man  is  to  create.  Das  Stundenbucb ,  by" which  Rilke 
achieved  fame,  is  composed  of  three  books:  Das  Bush  vom  nsonchi- 
schen  Leben,  von  der  Pilgerschaft,  von  der  Armut  mid  vom  Tode.  The 
Book  of  the  Monastic  Life  had  been  written  in  1 899  after  Rilke’s  visit 
to  Italy,  but  before  he  had  seen  Russia;  the  inspiration  must,  there¬ 
fore,  be  Italian.  The  Book  of  Pilgrimage  (written  1901)  is  based  on 
impressions  of  Russia.  The  Book  of  Poverty  and  Death  (1903)  repro¬ 
duces  the  terrible  suffering  of  the  poet’s  first  stay  in  Paris.  The 
three  books  together  develop  Rilke’s  persistent  idea  that  man  is 
both  creature  and  creator.  Man’s  primitive  conception  of  God 
was  that  He  is  perfect  (in  the  sense  of  ‘completed’,  ‘ vollendef ),  so 
that  evolution  and  God  were  terms  which  excluded  each  other. 
This  conception,  Rilke  believed,  was  only  possible  with  primitive 
beings  who  were  not  conscious  that  man  evolves;  and  Rilke’s 
reasoning  is  that  God  must  evolve  as  man  evolves.  Such  a  doc¬ 
trine  is  of  course  only  possible  to  one  who  believes  that  God  is 
an  idea  and  as  an  idea  (or  ideal)  sprung  from  the  yearning  brain 
of  man.  ‘Mit  meinem  Reifen  j  reift  \  dein  Reich;  he  calls  out  to  God 
in  Das  Stundenbucb.  The  conception  of  God  as  created  by  His  own 
creature  comes  out  in  the  famous  passage  of  The  Book  of  the  Monkish 

J  jjp  • 

Was  wirst  du  tun y  Gofty  wenn  ich  sterbe? 

Ich  bin  dein  Krug  (wenn  ich  % erscherbe  ?) 

Ich  bin  dein  Frank  (wenn  ich  verderbe  T) 

Bin  dein  Gewand  und  dein  Gewerhe, 
mit  mir  veriierst  du  deinen  Sinn . 

Nacb  mir  hast  du  kein  Hans 5  darin 
dich  Wortey  nah  und  wartn^  begmissea. 

Es  jdllt  von  deinen  muden  Fussen 
die  Samtsandale ,  die  ich  bin. 

Dein  grosser  Mantel  Idsst  dich  los . 

Dein  Blick,  den  ich  mit  meiner  Wange 
warm,  wie  mit  einem  Pfuhl,  empfange , 
wird  kommen,  wind  mich  sucheny  lange  - 
und  legt  beim  Sonnemmtergange 
sich  fremden  Sfeinen  in  den  Schoss. 

Was  wirst  du  tun ,  Go  ft?  Ich  bin  bange . 
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That  the  main  idea  of  these  lines  is  good  mystical  doctrine  (it  could 
not  be  orthodox  Catholic  doctrine)  is  shown  by  a  comparison  with 
certain  lines  of  the  seventeenth-century  mystical  poet  Ano-elus 
Silesius  in  Der  Cherubinische  Wandersmann :  ‘Gottist  so  viel  an  mtr  als 
mir  an  ibm  gelegen,  I  Sein  Wesen  help  ich  ihm ,  ivie  er  das  /, veine ,  hegen.  | 
.  .  .  Icb  weiss,  dass  ohm  mich  Gott  nicht  ein  Nu  kann  lehen,  |  Werd  ich 
V<  er  muss  von  Not  den  Geist  aufgeben .’  But  it  is  a  long  cry  from 
Catholic  or  metaphysical  mysticism  to  Rilke’s  poetic  mysticism. 
Rilke  does  not  evolve  his  God  by  logical  processes  (as  the  true 
mystics  do),  but  attains  Him  by  a  species  of  hallucinated  illusion 
oi  physical  contact.  In  the  true  mystics  all  the  images  of  sensuous 
love  merely  make  ideas  visible;  in  Rilke’s  mysticism  the  sensuous 
love  creates  a  succession  of  vivid  images  which  cannot  be  resolved 
in  stricth  connected  ideas.  How  very  realistic  —  even  grotesquely 
realistic,  but  with  a  grotesqueness  that  continues  tha^  of  the  old 
German  folksongs  which  give  rough  woodcut  shape  to  the  Holy 
Family  -  are  the  familiar  images  of  God  in  Das  Stundenbuch-.  ‘Du 
halt st  mich  seltsam  % art  [  and  horchst,  wie  meine  Hande gehn  |  durch  deinen 
alien  Barf;  ‘ Nachbar  Gotf ;  ‘Du  bist  der  raunende  Verruste ,  |  auf  alien 
O/en  schlafst  du  breif,  etc.;  and  how  poetically  real  is  the  poet’s 
identification  of  his  soul  (in  The  Book  of  Pilgrimage)  with  Ruth 
But,  m  poetry  which  strikes  right  into  the  heart  like  this  what 
grovellmg  mind  would  bother  about  whatever  meaning  there  may 
be.  What  matters  is  the  feeling,  not  the  meaning.  If  we  must  nail 
own  whatever  ideas  are  tangible  (and  to  any  one  with  an  inkling 
°t  philosophy  they  must  be  commonplaces),  then  all  we  need  say 
is  that  Riike  s  mysticism  is  pantheism:  for  to  him  God  is  not  en- 
s  ued,  but  en-earthed  -  m  things.  Or:  it  is  a  poetical  version  of  the 
philosopher  s  doctrine  of  ‘immanence’ :  God  is  in  things 

Tire  sensuous  bed  of  Rilke’s  thought  gives  a  tender  warmth  to 
many  ot  the  cumulative  images : 


Ich  finds  dich  in  alien  diesen  Dinoen , 
denen  ich  gut  und  wie  ein  Bruder  bin  ; 
als  Samen  sonnst  du  dich  in  den  geringen 
und  in  den  grossen  gibst  du  gross  dich  bin. 

Das  ist  das  mmdersame  Spiel  der  Krafte, 
dasssw  so  diene nd  durch  die  Dz’nge  gehn : 
in  Wur^eln  mchsend,  scbwindend  in  die  Schafte 
und  in  den  Wipfeln  wie  ein  Auferstebn. 
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Love  is  finding;  and  therefore  the  divine  in  things  is  a  magnet  to 
love.  With  this  pantheistic  doctrine  of  immanence  Rilke  blends  a 
sublimated  ‘animism’  or  belief  in  the  soul  of  things  ( Ding-Seele ): 
every  thing  is  animated  by  soul,  which  is  God.  But  what  is  ‘life’ 
but  ‘things’  ?  For  Rilke  God  and  life  (rather  than  God  and  nature) 
are  identical;  for  God  is  immanent  in  all  the  manifestations  of  life. 
His  aim  is,  therefore,  to  attain  a  consciousness  or  a  realization  of 
God  in  life;  and  this  means  that  life  for  him  is  an  intense  and  un¬ 
remitting  quest,  a  desperate  wrestling  with  all  in  life  which  may 
reveal  God  to  him.  This  explains  the  intensity  of  his  mvstic  poetry; 
and,  since  he  is  always  finding  God,  its  ecstasy.  Life  to  Rilke  is  the 
marriage  of  the  consciousness  of  things  ( =  soul)  with  the  God 
who  is  in  these  things;  or,  to  put  it  differently,  the  consciousness 
of  experience  (  =  ecstasy)  unites  with  the  cause  of  experience  (= 
God),  in  Spinoza’s  sense  that  God  is  the  immanent  cause  of  all 
things  and  therefore  exists  only  in  effects,  that  is  things.  For  the 
interpretation  of  Rilke  Kant’s  extension  of  the  doctrine  of  im¬ 
manence  is  needed  too.  To  Kant  immanent  means  ‘remaining  in 
experience’  ( innerhalb  der  Erfahrtmg  bkibend);  Rilke  said  ( 'Brief e  an 
einenj ungen  Dichter) :  ‘Jedes  Gedicht  ist  tine  Erfahnmg if  then  God 
is  immanent  in  every  experience,  and  if  every  poem  is  an  experi¬ 
ence,  then  every  poem  is  God;  thus  the  criterion  of  a  poem  must 
be  that  it  is  gottvoll;  and  applied  to  Rilke’s  poems  this  means  that 
(like  all  mysticism)  they  are  ecstatic.  There  could  be  no  clearer 
statement  of  the  poet’s  religious  conception  than  his  own  in  a 
letter  to  Ellen  Key:  ‘ Das  Ziel der gan-^en  menschlichen  Entwickhmg ist. 
Go  ft  und  die  Erde  in  demselben  Gedanken  denken  ~/r  kfinnen.  Die  Liebe 
Leben  und  die  Eiebe  %//  Gott  muss  ^usammenfallen,  ansfatt,  wie  jet^t, 
r e rs chi e dene  Tcmpei auf  verschiedenen  Anhohen  h alien;  man  kann  Gott 

nur  anbeten,  indent  man  das  Eeben  %ur  Vollhommenheit  lebt.  Ihm  immer 
hohere  Formen  %u  geben,  einen  immer  reicheren  Zusammenhang  egviscben 
ihm  und  dem  scbeinbar  Unbelebten  herbei^ufuhren,  das  heisst  Gott  schaffen. 
Mit  anderen  Worten,  Gott  ins  Eeben  hinabsenken  oder  das  Eeben  tgu  Gott 
emporbluben  eye  lassend 

And  since  God  is  life  Rilke  gives  Him  all  the  manifold  shapes 
of  life.  ‘Du  hist  der  Wald  der  Widerspruche” ,  he  hails  Him;  since  all 
is  God,  He  must  be  all  contraries.  God  is  ‘ der  uralte  Turnd  round 
which  the  dove  of  yearning  circles  through  the  ages;  He  is  the 
‘Ratselhafte,  um  den  die  Zeitim  Zogem  stand”  \  He  is  ‘das  grosse  Heim- 
weh,  das  mr  nicht  bzgtvangen” ;  he  is  part  of  the  poet’s  loneliness  (‘du 
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hist  der  Zweite  meiner  EinsamkeiP) ;  He  is  ‘neighbour  God’,  and  there 
is  only  a  narrow  wall  between  them  which  the  poet’s  cry  may 
suddenly  cast  down.  He  is  the  cathedral  we  build  atom  by  atom- 

Wir  bauen  an  dir  mit  ^ itternden  Handen 

mid  wir  Mr  men  Atom  auf  Atom. 

Aber  wer  kann  dich  vollenden 3 
du  Dorn? 


And  this  image  is  magnified  in  a  gorgeous  passage  which  may  at 
the  same  time  stand  for  a  rushed,  quivering  statement  of  the  pro¬ 
cess  of  all  inspiration:  ^ 


Werkleute  sind wir:  Knappen ,  J linger,  Meister 
tmd  bauen  dich,  du  hohes  Mittelschiff. 

Und  manchmal  kommt  ein  ernster  Hergereister 
geht  wie  ein  Gian £  durch  unsre  hundert  Geister 
und  %eigt  uns  fftternd  einen  neuen  Griff. 

Wirsteigen  in  die  wiegenden  Geriiste, 
in.  rnsern  Handen  hangt  der  Hammer  schwer, 
bis  eine  Stunde  uns  die  Stirnen  kiisste, 
die  strahlend  und  als  ob  sie  alles  wiisste 
von  dir 1  kommt ,  wie  der  Wind  vom  Meer. 


Darn  ist  ein  Hallen  von  dem  vielen  Hammern 
und  durch  die  Hinge  geht  es  Stoss  um  Stoss. 
Erst  wenn  es  dunkelt  lassen  wir  dich  /os : 

Und  deine  kommenden  Konturen  dammern. 

Gott,  du  bist  gross. 


b^lno/StJ^ 


Du  kommt  und  gehst.  Die  Turen  fallen 
vul  sanfter  zp,  fast  ohne  Wehn. 
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Du  hist  der  Leisesfe  von  alien  y 
die  dunk  die  leisen  Hauser  gehn. 

Oft  irenn  ich  dick  in  Sinner  seke> 
verieili  sick  deine  Allgestalt : 
dugehst  wie  lauter  lichte  Reke , 
und  ich  bin  dunkel  mid  bin  Wald. 


‘Allgestalf  implies  great  and  small;  and  if  God 
fied,  as  the  Created  One  He  is  diminished : 


as  Creator  is  magni- 


L  fid  du :  du  hist  a  us  deni  Vest  gef alien  y 
hist  einj unger  Vogel  mit  gelben  Krallen 
und  grosser  Auger  und  tust  mir  leid. 
(Heine  Hand  ist  dir  viel  breit .) 


leV0Ut  ChaStltt  nfed  n0t  be  pained  at  such  relentless 

platin  with  every  possible  idea  of  God:  since  He  takes  all  forms 

whh  I'  7  n0t  7  7  Tthw°rship  °f  His  magnificence  but  also 

with  tenderness  for  what  is  helpless. 

in  of,th^It^lian  journey  appears  in  a  strange  passage 

in  which  Christ  and  the  Virgin  as  symbols  in  the  paintingf  of  the 
enaissance  are  mystically  interpreted.  Typical  of  Rilke’s  Wort- 
kunst  is  the  new  or  double  meaning  to  belmgesucht  in  this  passage: 

Da  ward  auch  die  ?jrr  Frucht  Erweckfey 
die  s  chuck  feme  und  schonerschreckie  y 
die  heimgesuchte  Magd  geliebt. 

Die  Bluhende,  die  Unenfdeckte , 
in  der  es  hundert  Wege  gibf. 

Renaissance  religious  painting  was  the  ‘Tree  of  God’  whose  bran¬ 
ches  m  those  days  spread  blossoming  over  Italy.  Rilke  comes 
nearest  to  the  fourteenth-century  mystics  in  his  conception  of  God 
as  the  Tree  of  Life;  but  whereas  the  medieval  mystics  allegorized 
e  Tree  as  rising  from  the  roots  of  repentance,  confession  and 
penance  to  the  joys  of  Paradise,  to  Rilke  Tree  ah  God  are  he 
em  Gemebe  von  hundert  Wur^eln,  rnlche  schveigsam  trinken ’;  and  the 
divine  essence  which  permeates  the  world  is  the  sap  of  the  Tree 
In  this  Renaissance  passage  the  Virgin  is  figured  as  the  Fruit  of 
the  Tree;  but  all  the  gorgeous  Mariolatry  of  the  great  painters 
was  vain;  for  She  (the  confusion  of  images  is  to  be  expected  in 
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poetic  mysticism),  alas!  bare,  not  the  Greatest  One,  cbut  only  the 
Spring  of  God,  the  Son,  the  Word5.  And  so  God  is  still  waiting 
for  His  tree  to  ripen,  in  a  land  where  lonely  men  -  men  as  lonely 
as  the  monk  of  the  poem  -  listen;  and  they  will  all  behold  a  dif¬ 
ferent  God,  for  God  is  like  a  wave  that  flows  through  beings. 
What  is  clear  in  these  lines  is  Rilke’s  peculiar  rejection  of  Christ 
for  which  his  mother  is  blamed :  she  made  him,  as  a  boy,  kiss  the 
marks  of  the  nails  in  images  of  the  Crucified  Saviour.  Very  curious 
is  the  poet’s  description  of  God  as  his  own  son  (just  as  Stefan 
George  imaged  himself  as  both  father  and  son  of  Maximin).  Rilke 
even  figures  God  as  his  prodigal  son,  who  left  him  to  win  a  king¬ 
dom  (the  God  I  create,  being  an  idea,  wanders  away  from  me  and 
grows).  A  passage  follows  which  seems  hard  on  fathers,  and  mav 
be  coloured  by  the  son-father  conflict  of  the  time: 

Liebt  man  denn  einen  Vater?  Geht  man  nicht , 
me  du  von  mir  gingst ,  Hdrte  im  Gesicht, 
von  semen  huljlos  leeren  Handen  fort?  .  .  . 

1st  uns  der  Vater  denn  nicht  das,  was  war/ 
vergangne  Jahre,  welche  fremd  gedacht, 
veraitete  Gebarde,  tote  Tracht , 
verbluhte  Hande  and  verblichnes  Haar? 

Then  suddenly  the  image  changes,  and  in  a  passage  of  feminine 
tenderness  there  is  the  old  mystic  conception  of  God  as  the  souks 
lover;  and  of  the  soul  as  Ruth  amid  the  alien  com: 

Und  meine  Seek  ist  ein  Weib  vor  dir. 

Und  ist  wie  der  Naemi  Schnur,  wie  Ruth. 

Sie  geht  bei  Tag  urn  deiner  Garben  Hauf 
me  eine  Magd,  die  tiefe  Dienste  tut. 

Aber  am  Abend  steigt  sie  in  die  Flut 
und  badet  sich  und  kleidet  sich  sehr  gut 
und  kommt  %u  dir,  wenn  alles  urn  dich  ruht, 
und  kommt  und  deckt  %u  deinen  Fussen  auf. 

Und  fragst  du  sie  um  Mitternacht,  sie  sagt 
mit  tiefer  Einfalt:  Ich  bin  Ruth,  die  Magd. 

Spann  deine  Flugel  iiber  deine  Magd .  .  . 

In  The  Book  of  Poverty  and  Death  the  salient  feature  is  that  the 
great  leprous  city  rises  between  Rilke  and  the  God  he  seeks.  Very 
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little  in  Gtossstadtpoesie  transfigures  drab  reality  as  does  the  follow¬ 
ing  passage : 

Denn  Herr,  die  grossen  Stadte  sind 
Verlorem  und  Auf  gelds  te; 
wie  Flucht  vor  Flam  men  ist  die  gross  te,  - 
und  ist  kem  Frost,  dass  er  sie  troste, 
und  ihre  kleine  Zeit  verrinnt. 

Da  leben  Menschen,  leben  schlecht  und  schwer, 
in  tie  fen  Zimmern,  bange  von  Gebarde, 
gedngsteter  denn  eine  Erstlingsherde ; 
und  draussen  wacht  und  atmet  Deine  Erie, 
sie  aber  sind  und  wissen  es  nicht  tnehr. 

Da  wachsen  Kinder  auf  an  Fensterstufen, 
die  immer  in  demselben  Schatten  sind, 
und  wissen  nicht,  dass  draussen  Blumen  rufen 
W  einem  Tag  voll  Weite,  Gluck  und  Wind,  - 
und  mils  sen  Kind  sein  und  sind  traurig  Kind. 

Da  bliihen  Jungfraun  auf  ^ um  Unbekannten 
und  sehnen  sich  nach  ihrer  Kindheit  Ruh; 
das  aber  ist  nicht  da,  wofiir  sie  brannten, 
und  fitternd  schliessen  sie  sich  wieder  ^u. 

Und  haben  in  verhiillten  I  linterfimmern 
die  Tage  der  enttduschten  Mutterscbaft, 
der  langen  Isdchte  ivillenloses  ll'  /mmern 
und  kalte  Jahre  ohne  Kampf  und  Kraft. 

Und  gan%  im  Dunkel  stehn  die  Sterbebetten 
und  langsam  sehnen  sie  sich  da%u  bin; 
und  sterben  lange,  sterben  wie  in  Ketten 
und gehen  aus  wie  eine  Bett/erin. 


The  problem  for  Rilke  in  this  book  is  -  since  poverty  is  inevitable 
7  t0  the  reiation  (Be^ugP  in  his  own  language)  of  poverty 
(particularly  as  he  sees  it  in  its  worst  form,  in  the  teeming  cities) 
to  God;  and  this  he  does  by  showing  that  they  whose  life  is  all  a 
preparation  for  the  ‘great  death’  are  necessarily  poor.  With  the 
rejection  of  the  great  city  goes  the  acceptance  of  death  as  itself  a 
form  of  life.  In  shaping  his  conception  of  death  Rilke  may  have 


1  Rilke’s  own  term  for  the  equivalence  of  the  interior  life  of  the  poet  with 
the  exterior  phenomena  of  nature  is  ‘ die  Welt  der  BeKiige\  Cf.  p.  4 66. 
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been  influenced  by  the  philosophy  of  Georg  Simmel,  whose  friend 
and  pupil  he  had  been  at  Berlin,  though  on  the  other  hand  Simmel 
may  have  been  influenced  by  Rilke.  Simmel  rejects  the  dualism  of 
good  and  evil,  life  and  death  as  too  simple  a  procedure;  he  groups 
these  apparent  contraries  at  the  centre  of  life  in  the  absolute^sense. 
In  his  book  on  Rembrandt1  Simmel  rejects  the  current  conception 
of  death  as  the  sudden  snapping  of  life  -  as  the  intrusion  of  the 
Parcae  (‘Comes  the  blind  Fury  with  th’  abhorred  shears  |  And  slits 
the  thin-spun  life’):  Simmel  argues  rather  that  death  is  spun  into 
the  web  of  life;  death,  he  says,  is  not  some  future  problematic 
happening  but  eine  inti  ere  Immer-  'Wirhlichkeit  jeder  Leggnwart  1st 
Fdrbung  und  Formtmg  des  Lebens,  ohne  die  das  Leben,  das  wir  haben, 
unausdenkbar  verwandelt  ware.  Der  Tod  ist  eine  Beschaffenheit  des  organi- 
schen  Daseins,  wie  es  eine  vonje  mitgebrachte  Beschaffenheit,  eine  Ftmktion 
des  Samens  ist ,  die  wir  so  ausdrucken ,  dass  er  einst  Frucht  bringen  wirdd 
As  a  confirmation  of  his  own  views  Simmel  quotes  Rilke’s  lines  - 

0  Herr,  gib  jedem  seinen  eigenen  Tod, 
das  Sterben,  das  aus  jenem  Leben  geht, 
darin  er  Liebe  hatte,  Sinn  und  Not. 


Denn  wir  sind  nur  die  Schale  und  das  Blatt. 

Der  grosse  Tod,  den  jeder  in  sich  hat, 
das  ist  die  Frucht,  um  die  sich  alles  dreht. 

We  bear  this  death  within  us,  Rilke  declares,  as  a  germ  from  birth- 
m  the  great  cities,  in  the  shadow  of  hospitals  as  a  green  bitter  fruit 
that  will  not  ripen;  or  we  are  like  women  who,  when  their  hour 
ot  deliverance  comes,  give  birth  to  an  abortion :  ‘ undwenn  dasKreiss- 
bett  da  ist,  so  gebdren  \  wir  unseres  Todes  tote  Fehlgeburf.  There  are 
two  kinds  of  death:  der  Heine  or  der  fremde  (= alien)  Tod  and  der 
grosse  r  eigne  Tod.  The  ‘small  death’  is  died  by  those  who  lie  down 

■  jfj.1  §reat  death  by  those  who  consciously  ripen 

their  hie  to  this  its  fruit  and  culmination,  the  final  unfolding  of 
das  Stuck  Ewigkeit  in  derBrusf.  But  Rilke  did  not  intend  the  con¬ 
sciousness  of  death  to  be  depressing;  on  the  contrary  he  says  it  is 
^intensification  of  life:  ‘ das  erste  grosse  Ergriffensein  vom  Bewusstsein 
des  Todes,  welches  Zug/eich  der  erste  Moment  gesteigerten,  allseitigen per- 

Ldp2ig’  Sim- 

Rembrandt’s  best  portraits.  P  d  th  he  here  Intefprets  can  be  seen  in 
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sonhchen  Lebens  ist\  Life  has  a  purpose:  death;  and  the  ripening 
unto  death  should  be  like  the  ripening  of  fruit,  in  sunshine  and 
sweetness:  ‘Wir  stehn  in  deinem  Garten  Jabr  fur  Jahr  |  und  sind  die 
Baume,  siissen  Tod  tragend  Salvation  from  unnatural  wilting  to  a 
mean  death  in  great  cities  can  only  come  from  a  Saviour;  ‘der 
Grosste ,  whom  the  Virgin  did  not  bear;  and  in  a  terrific  sexual 
image  the  poet  calls  for  the  creation  of  this  One  who,  figured  as 
female  ( bau  seine m  Teben  einen  sddnen  Schoss ,  [  und  seine  Sdam  errichte 
wie  ein  Tor1  |  in  einem  blonden  W^ald  von  jungen  Haaren’)  because  recep- 
tive  of  a  thousand  germs,  shall  in  a  great  night  conceive  the  future 
from  the  membrum  virile  of  der  Unsagbare.  This  Greatest  One  is  the 


Messiah  come  at  last:  not  Christ,  but  the  Progenitor  of  Death  (der 
Tod-Gebarer),  the  bringer  to  all  of  the  great  individual  death,  with, 
in  his  wake,  the  white-mounted  legions  (of  self-perfection).  ‘And 
let  me’,  the  poet  continues,  ‘be  mouth  of  this  new  Messiad.’  Here 
of  course  we  have  something  analogous  to  Stefan  George’s  ‘third 
humanism  ,  his  poet  s  vision  (in  Das  neue  Reid)  of  the  poet-creator 
of  the  New  Realm;  where  the  two  seers  differ  is  in  the  value  they 
attach  to  life  here  below  -  George,  with  his  call  to  vitalize  the 
present,  stands  for  Diesseitigkeit,  Rilke,  with  his  old  Catholic  doc¬ 
trine  that  life  is  noble  only  in  so  far  as  it  prepares  for  a  noble 
death,  stands  for  Jenseitigkeit ;  and  thus  in  the  two  greatest  of 
modern  poets  we  find  the  typically  German  accentuation  of  dual¬ 
ism.  And  yet  there  is  Weltfreude  in  neither,  and  Weltfludtvn  both; 
both  are  austere;  and  there  is  actually  less  austerity  in  the  praiser 
of  death  than  in  the  praiser  of  life;  where  both  agree  is  in  their 
rejection  of  common  aims. 

In  his  interpretation  of  ‘rich  and  poor’  Rilke  calls  to  mind  (like 
George  in  Die  hangenden  Garten )  the  glories  of  ancient  culture  -  of 
the  rich  who  forced  life  to  be  infinitely  wide  and  warm.  But  the 
days  of  the  rich  (m  this  sense  of  the  harmony  of  wealth  and  poetic 
lite)  have  passed  away,  and  we  will  not  pray  to  God  for  their 
return  -  but  we  will  pray  that  the  poor  shall  again  be  poor.  Thev 
whom  we  call  the  poor  are  merely  the  not-rich,  they  who  are 
without  will  and  world,  marked  with  the  stigmas  of  utter  misery 
wilted  and  withered  in  the  dust  of  cities.  And  yet  all  they  need  to 
be  a  ring  of  roses  on  God’s  earth  is  to  be  permitted  to  be  as  poor 
as  they  ready  are  (‘so  arm  sein  durfen,  wie  sie  mrklich  sind ’) ;  and  Rilke 
now  gives  his  interpretation  of  poverty  as  a  glory  radiated  from 
1  There  is  the  same  gross  physical  image  in  the  poem  Verkundigung  (p.  189). 
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within  (  Demi  Armut  ist  ein  grosser  Glarn^  von  innen').  God  Himself’ 
is  the  poor  man,  the  leper  cast  forth  and  passing  through  the  citv 
with  his  rattle:  ■> 


Du  hist  so  arm  me  eines  Keimes  Kraft 

iti  einem  Madehen,  das  es  gem  verb  urge 
utid  sich  die  Leaden  presst^  dass  sie  errvtirge 
das  ersie  At  men  ihrer  S chw angers ch aft. 

Uad  du  hist  at nj ;  so  wie  der  L ruhlingsregen 3 
der  selig  auf  der  Stadte  Dasher  fd/lt, 
undivie  ein  Wrnseh ,  wenn  Strap linge  ihn  hegen 
in  einer  Zelle ,  ewig  ohm  Welt.  ** 


And  -  m  his  baroque  cumulative  manner,  or  as  in  the  chained 
incongruous  images  of  the  Litanies  to  the  Virgin  -  Rilke  hymns 
the  agonies  of  men,  which  are  less  than  those  of  God  who  is 
poorer  than  all  the  poor.  The  poor  are  like  things  almost  (fZ 
gleichen  sie  den  Dmgen’);  they  are  dark  as  an  idle  tool.  They  are 
guardians  of  treasures  they  themselves  see  not.  From  the  poor  are 

°jAboT  the  regenerating  race  who  ripen  for  the  great  death- 
and  therefore  the  sexual  image  is  repeated:  ’ 


Undsieh:  ihr  Leib  ist  wie  ein  Brautigam 
In  seiner  Schlankheit  sammelt  sich  das  Schwache, 
das  Bange,  das  aus  vielen  Frauen  ham; 
doch  sew  Geschlecht  ist  stark  und  wie  ein  Dr  ache 
md  wartet  schlafend  in  dem  Tal  der  Scham. 


And  where  is  he  who  grew  strong  even  unto  poverty  and  on  the 

b,Lp?„  s:  LtfinSoTthT forth  befotc  thc 

Wd  as  widens  TjSSZ  ™  £ £ 

of  Mrs:tXderche<'  v  ^  *»“ 

tdlTT  r°d ,on- 

him  in  their  Twix-  -l  i  Unpolluted  received 

.  -  the  great  evenrng  star  of  poverty. 
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Thus  ends  the  sheer  inexhaustible  poetry  of  Das  Stundenbuch. 
To  many  it  will  be  —  like  Blake  for  instance  —  a  mass  of  crazy 
images;  to  others  it  will  be  a  gospel,  perhaps  the  old  gospel 
interpreted  anew,  but  certainly  an  inspired  gospel. 

For  a  full  intelligence  of  Rilke’s  conception  of  death  and  of  his 
attitude  to  the  great  cities  study  of  Die  AufZeicbmmgen  des  Malte 
'Laurids  Brigge  (1909)  is  essential.  If  it  is  a  novel  it  is  one  with 
practically  no  story;  one  might  group  it  with  the  waves-of-con- 
sciousness  novels.  It  is  the  retrospect,  in  Paris,  of  a  very  nebulous 
youth,  very  poor  and  very  ill,  and  very  near  to  mental  derange¬ 
ment.  He  is  the  last  scion  of  an  ancient  Danish  family  -  on  his 
mother’s  side  he  is  a  Brahe;  but  the  essential  thing  is  that  he  is  a 
fin-de-stecle  poet  in  Paris  differing  only  by  greater  morbidity  and 
more  poignant  mental  complications  from  the  German  artists  in 
Paris  of  the  z.vBM.z'K.mstlernovelle  (the  heroes  of  Die  gute  Schule  and 
Tino  Moralt ).  The  city  is  shown  as  it  reflects  itself  in  his  diseased 
imagination,  a  nightmare  city,  leprous  and  lecherous.  He  is  isol¬ 
ated,  brooding,  baffled.  He  has  the  feeling  that  the  electric  trams 
crash  through  his  attic  and  that  motor  cars  ran  over  him.  Still 
more  awful  is  the  silence  of  the  city.  (‘Das  sind  die  Gerausche.  Aber 
es  gibt  hier  etwas,  was  furchtbarer  ist :  die  StiUe .’)  The  city  stinks;  as 
all  cities  do  in  summer.  He  is  hallucinated  by  the  stains  of  a  w.c. 
pipe  where  a  house  has  been  demolished.  If  he  goes  out  what  he 
sees  is  hospital  after  hospital.  The  Hotel-Dieu  looms  over  him 
Dieses  amgeZeichnete  Hotel  ist  sehr  alt ,  schon  Zu  Konig  Chlodwigs  Zeiten 
starb  man  dark  in~  einigen  Betten.  JetZt  wird  in  jj9  Betten  gestorben. 
ISaturhchfabrikmdssig .  . .  Man  stirbt,  wie  esgerade  kommt;  manstirbt 
den  1  od,  der  Zu  der  Krankheit gehort,  die  man  bail  In  all  these  feverish 
divagations  there  is  no  pretence  of  cohesion:  the  dream-like  pro¬ 
cession  of  the  years  of  childhood  flit  between  the  crass  pictures  of 
Ians  streets  and  hospitals  and  the  visions  of  old  France.  Malte  is 
of  course  Rilke  (though  the  poet  denied  it),  Rilke  calling  back  and 
idealizing  his  own  childhood  and  years  of  growth.  But  the  Danish 
Action  of  the  memories  is  well  rendered,  from  the  experience  of 
the  1904  visit  to  Denmark  and  the  moods  and  colouring  of  T.  P. 
Jacobsen’s  tales.  The  lesson  of  Malte  is  that  which  Rilke  learned 
for  himself:  that  the  artist  must  not  escape  from  life  into  dream 
but  accept  it  integrally,  with  all  its  disease  and  putrition;  accept 
even  the  great  cities,  for  the  great  city  is  reality,  which  it  is  the 
poet  s  task  to  re-create  in  art,  not  because  he  loves  the  things  that 
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compose  it  but  because  -  as  Rilke  learned  from  Van  Goo-h  and 
Cezanne  -  his  mission  only  begins  when  he  has  risen  above  the 
need  of  love.  The  book  is  simply  Rilke  in  search  of  himself.  But 
also  in  search  of  God.  And  the  two  quests  are  really  the  same,  for 
Rilke’s  God  is  only  his  own  perfected  personality.  This  constitutes 
a  sort  of  realism,  in  spite  of  all  the  nebulousness:  the  mysticism  is 
realistic  because  it  is  the  inner  illumination  of  a  Thing’,  a  pathetic 
human  being.  But  this  light  that  burns  inwards  bums  outwards 
too :  there  is  throughout  the  book  an  irradiation  of  five  main 
themes  -  the  great  city,  poverty,  childhood,  love,  and  death 
.  Critically  regarded.  Die  Aufaeicbnungen  des  Make  iMurids  Brigge 
is  probably  over-estimated  in  the  present  craze  for  Rilke:  it  is 
actually  to  be  classified  as  yet  another  misbirth  of  that  cult  of  dis¬ 
ease  which  gave  us  Maeterlinck’s  Serres  Chaudes  and  Verhaeren’s 
trilogy  of  disease  (from  which  Les  Villes  tentaculaires  is  an  escape) 
Les  Soirs ,  Les  Debacles ,  Les  Flambeaux  noirs.  In  this  book  Rilke  is 
rather  a  decadent  than  an  expressionist.  What  there  is  of  expres¬ 
sionist  doctrine  lies  in  the  slow  building  up  of  the  theory  that 
death  is  the  consummation  of  life,  not  in  the  sense  of  dissolution 
but  of  perfection.  Life  ripens  (or  should  ripen)  round  the  fruit 
which  grows  from  the  inborn  germ  of  death.  The  doctrine  is  per¬ 
haps  no  more  than  a  mystic  deepening  of  the  doctrine  of  perfect¬ 
ing  m  th z  Bddungsroman,  quickened  with  something  of  a  Christian 
eaven  life  is  a  preparation  for  the  beyond ;  the  difference  is  that 
ke  projects  the  vision  of  fitness  for  death,  not  life  -  the  aim 

Si  Jlf  °f1manJsho^Id  be  to  ripen,  to  be  mellow,  and  then  to 

(flS  h!7  coioured  and  funded,  like  the  apple  to  the  grass :  here 

is  at  least  sweetness  before  putrition. 

lorn  WhhMf  in  41118  b°0k  iS  Mke’S  handUn£  of  the  theme  of 
interu-  k  he  mterPretati°n  of  Sappho  as  the  great  exemplar  is 

of  the  temn  ^  lnterPretatlon  °f  Lesbian  love  as  an  interruption 
the  temporal  purpose  of  sex  by  its  eternal  intention:  that  the 

Xw  of  selfl  I"  C°UCh  brhC  W£aker  belovM  sb°uld  be  the  inner 

me’s  mofrn5  T  Moved  to  lover.  Some  of 

W  loved  are  those  of  women  who 

addei Tthemeh ¥  “  ^  ^  °f  the  and 

own  particular  discoveries  -  amono*  them  the 

Hr Ie,teis  he  ™  <p-  5)“ 

mo°.  '  IZZf  Z?  T'  WiIHttZ  'to  &1£I  *° ti*  ™ter- 

■  d  fru,t  of  deatl>  “  *e  perfection  of  life  is  attained  by 
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complete  self-surrender  in  love;  for  which  reason  (a  very  mystical 
and  favourite  idea  of  Rilke’s)  while  to  be  loved  is  merely  to  be 
consumed  -  in  other  words  a  neutral  process,  feeding  merely  sel¬ 
fishness  and  stunting  the  soul  -  to  love  for  love’s  sake  is  illumin¬ 
ation.  Think  of  the  troubadours  who  feared  nothing  so  much  as 
to  be  granted  their  desire !  This  apparent  excess  of  love  and  self¬ 
surrender  is,  in  Rilke’s  doctrine,  the  new  measure  of  love  and 
sorrow:  sorrow  must  fade  into  love  and  be  one  with  it.  Rilke 
gives,  as  one  of  his  quaint  marginal  glosses  to  what  is  assumed  to 
be  an  unshaped  autobiographical  fragment,  his  famous  definition 
of  love:  -  To  be  loved  is  to  be  consumed.  To  love  is  to  shine  with 
oil  that  cannot  be  exhausted.  To  be  loved  is  to  perish,  to  love  is 
to  endure.  Only  by  the  power  of  this  enduring  love  can  the  heart 
attain  direct  contact  with  God.  The  story  of  the  Prodigal  Son  is 
the  legend  of  one  who  fled  from  being  loved;  and  in  this  interpre¬ 
tation  of  the  Bible  story  no  doubt  we  have  again  an  explanation 
of  Rilke’s  separation  from  his  wife  and  his  eternal  homelessness : 
he  would  be  alone  and  love,  even  the  filth  of  life;  but  he  would 
not  have  the  richness  of  his  loneliness  diminished  by  even  the  love 
of  a  dog.  Slowly  he  learns  to  illumine  what  he  loves  with  the  rays 
of  his  feeling  so  that  it  be  not  consumed  with  it,  until  through  the 
ever  more  transparent  shape  of  what  is  loved  the  vast  Beyond 
opens  out  in  the  rapture  of  possession.  To  be  alone  is  to  be  a 
buccaneer  or  a  condottiere  or  Saint  George  slaying  the  dragon. 
And  this  is  the  consecration  of  what  to  the  outside  view  was 
Rilke’s  life  of  utter  poverty  and  misery:  he  chose  to  be  a  prodigal 
son  that  he  might  live  the  heroic  life.  But  the  new  meaning  he 
gives^  to  the  parable  of  the  prodigal  son  is  more  than  personal. 
Applied  to  the  divine,  the  doctrine  that  to  love  is  all  and  that 
there  is  no  enhancement  in  being  loved  results  in  Rilke’s  famous 
definition:  ‘God  is  a  direction  given  to  love,  not  its  object’;  that 
God  will  return  this  love  is  not  to  be  feared,  and  God  denies  us 
His  love  in  order  that  our  heart  may  fulfil  itself  to  the  last  limit. 

There  is  nothing  mystical  in  the  love  experience  of  Die  Weise 
von  Lube  md  Tod  des  Cornets  Christoph  Rilke ;  but,  though  it  was  not 
published  till  1906,  it  was  written  in  1899,  in  Rilke’s  period  of  full 
mysticism.  The  ultimate  theme  might  be  briefly  defined  in  film 
language  as  ‘one  night  of  love’.  But  no  one  who  has  read  the  poem 
-  an  expanded  and  lyricized  ballad  -  will  wonder  that  young  offi¬ 
cers  had  it  with  them  to  read  in  the  trenches.  The  source  is  an  old 
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chronicle  which  relates  that  Christoph  von  Rilke  fell  fighting-  the 
Turks  m  Hungary  in  1663.  The  poet,  dreaming  his  yeanfingvouth 
mto  an  imaginary  and  heroic  relative  in  the  days  of  old,  Ayts  us 
his  rapid  sketch  m  a  series  of  vivid  snapshots.  Noble  bovs  riding 
together,  with  dust  on  their  fine  clothes,  dreaming  of  home  and 
beauty,  tell  of  their  mothers.  Christoph,  eighteen  ye^s  Nd  b^s 
a  message  to  a  general,  who  appoints  him  cornet.  He  writes  to  Ns 
mother .  -  a  slow  letter  m  great  erect  characters :  ‘Meine  gute  Mutter 
sadstolV  :ch  trage  die  Fahned  The  regiment  comes  to  a  cfstle-  com- 
ort  again  .  .  m  setdenen  Sesse/n  sit^en  und  bis  in  die  Fingerstiteren  so  • 
mch  dem  Bad  sun.  Und  wieder  erst  lernen,  was  Frauen  sind’  The^short 
sentences  ot  the  picturing  prose  burst  into  lovely  verse  whh 
strangely  scattered  rhymes  when  the  cornet  comes  to  hTs  We 
s  ori .  DuGrafin  lacheltd  He  is  her  page  .  .  .  Childhood,  that  dark 
T  JS6’  falJs.tr0“  shoulders.  ‘Die  Turmstube  ist  dunkel.  Aber 

BPrd  b  V/t  mj  GeS1f  mit  'lhrem  hMcheln-  Sie  tasten  vor  sicb  her  wie 
Nath \tfmdfif!den  de/  andern  me  eine  Tiir-  F*st  wie  Kinder ,  die  sich  vor  der 
D  achfangsfigen  drangen  sie  sich  ineinander  ein.  Unddoch  furchten  sie  sich 

Da  utmchts,  was gegen  sie  ware:  kein  Gestern,  ke  n  M  rten  Inn 
du  Zenut  angestur^  Und  sie  bliihen  aus  ihren  Trummrn. ’  The  TurkI 

The  nS  fireV  1™  ^  banner  is  not  there- 

ne  lurks  set  fire  to  the  castle.  Cornet  Rilke  rushes  out  ‘ Auf 
semen  Armen  tragt  er  dieFahne  wie  eine  weisse,  bewusstlose  Frau,  utdl 
jindef  ein  Pferd,  und  es  ist  wie  ein  Schrpi  j  / 

KAa  md,r  sitb,  und  mmU  mr  si,  so  kZniglkb" undjitltZhn  1 

Ik  t:&"ZS'Zi‘rk‘"m’  *’  Umh“"  •‘’UsrLnm 

swirIi”g  romd  th'  “met's  M 

«tio„  of  l£'  Zt" 7  ’“A  S‘ihm  1W 

are ,L 1 ^S„h!'g  iTd  ^  ^  lack  <>f  description: 

° from  the 

blend.  The  title  and  +k  ’  in  which  picture  and  mysticism 

influence  of  °f  M  *  Mder  the 

where  the  business  Z  fh  f  the  paintefS  of  Worpswede, 

pictures of  a  T  ^  °f  ^  ~ 

impressions  and  sensations  made  UP  of  a  senes  of 

to  a  picture  Notable  is  ri,  Erlehmsse  )>  each  of  which  is  shaped 
P  notable  is  the  metrical  skill  with  which  the  intensi- 
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fication  or  appeasement  of  the  sensation  is  conveyed  by  changes 
of  rhythm  (Taktwechsel)  or  variation  of  line  length.  Of  the  themes 
handled  death  is  the  most  insistent.  In  Ritter  death  is  a  prisoner 
in  the  knight’s  body,  waiting  for  the  inevitable  sword-thrust  to 
release  him  : 

belief  der  Hitter  in  schwar^em  Stahl 
hinaus  in  die  rauschende  Welt. 

Und  draussen  ist  alles :  der  Tag  und  das  Tal 
md  der  Freund  und  der  Feind  und  das  Mahl  im  Saal 
und  der  Mai  md  die  Maid  und  der  Wald  und  der  Graly 
und  Gott  ist  selber  vieltausendmal 
an  alle  Strassen  gestellt. 

Doch  in  dem  Pander  des  Ritters  drinnen^ 

hinter  den  finstersten  Ringen , 

hockt  der  Tod  und  muss  sinnen  und  sinnen : 

Warn  wird  die  Klinge  spr ingen 
iiber  die  Eisenhecke, 
die  fremde  befreiende  Klinge , 
die  mich  aus  meinem  Verstecke 
holt^  drin  ich  so  viele 
gebuckte  Tage  verbringe,  - 
dass  ich  mich  endlich  strecke 
und  spiele 


Rilke  s  psychological  (and  therefore  unromantic)  note  comes  out 
clearly  in  this  poem,  in  which  we  have  romantic  paraphernalia 
enumerated  to  evoke  a  medieval  atmosphere,  but  only  because 
the  idea  of  death  encased  in  chain-mail  enhances  the  doctrine  of 
man’s  body  as  death’s  prison-house.  There  is  the  same  medieval 
note  m  Strophen,  where  death  is  an  artificer  of  cathedral  beauty: 

Ist  einer ,  der  nimmt  alle  in  die  Hand , 
dass  sie  wie  Sand  durch  seine  Finger  rinnen. 

Er  wdhlt  die  s  chons  ten  aus  den  Koniginnen 
und  lasst  sie  sich  in  weissen  Marmor  hauen^ 
still  liegend  in  des  Mantels  Melodie; 
und  legt  die  Kdnige  s^u  ihren  Frauen , 
gebildet  aus  demselben  Stein  wie  sie. 
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1st  ewer, ,  der  nimmt  die  in  die  Hand \ 
dass  sie  me  schlechte  Klingen  sind  und  brechen. 

The  poem  at  once  recalls  the  medieval  folksong  fir  Ut  ein  Schnitter 
beust  der  Tod ,  of  which  perhaps  the  opening  inversion  is  a  remin¬ 
iscence;  and  m  both  poems  it  is  the  picture  which  brings  the 
message  home:  there  the  skeleton  reaper  mowing  all  the  familiar 
flowers  of  the  field,  here  the  refulgence  of  the  marble  in  thfc^ 
cathedral  aisles.  How  effective  is  the  synaesthesia  of  des  Mantels 
Melodie:  we  pass  by  the  sarcophagi  of  lovely  queens  and  mighty 

ou?LandVnrrSTati0ni0^P1Ct^re  and  Wea  is  a  faint  music  in 

TJIa  tu  *  ,ynCS  deal  WlA  chiWhood  (Kindbeit,  Aus  einer 

H  r16  Srr^“pe<?nc7  °f  b°yS  and  maidens  °ccurs  again- 
m  ft,  the  theme  shapes  itself  definitely  to  PubertatsLsie 

To^of'dM  ^  Mdfchm. there  is  the  “f^al  presentation  of  the 

ft  PT  ^  •nVi°kbIy  VirSin:  ‘Keke  darfsichje  dem 
Dicbte,  schenken  |  mnnsem  Auge  aucb  urn  Frauen  bat;  \  denn  l  kann 

euchnuralsMadchen  denken  . .  .  ’  The  nature  and  functions  of  angels 
m  pire  another  group  of  poems.  Der  Engel  daringly  begins-  fiL 
baben  alle  mude  Mrnde  |  und  belle  Seelen  ohne  Saum.  I  Und  einfsebnsucht 
{me  nacb  Smde)  |  geht  ihnen  mancbmal  durch  den  Traum  ..A  Angels 

still ,  bettaLg:  ““  SeM  by  GOd  “  Sh“pe  *he  chaos  of  vh“‘  is 

Nur  wenn  sie  ibre  Fliigel  breiten , 
nnd sie  die  Wesker  eines  Winds) 
als  ginge  Gott  mit  seinen  weiten 
Bildhauer handen  durch  die  Seiten 
im  dunklen  Buch  des  Anbemns 

ssSS-rres 

Du  hast  mich  oft  aus  dunkdem  Rubn  gerissen 
vmn  mtr  das  Schlafen  me  ein  Grab  erschien  ’ 
und  me  Verlorengehen  undFntfliehn  - 
a  obst  du  mich  aus  Uer^ensfinstemissen 
und.  mil  test  mich  auf  alien  Tiirmen  hissen 
me  Scharlachfahnen  und  wie  Draferien. 
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The  angel  is  the  revelation  of  the  unspeakable  God:  and  may  the 
poet  question  the  angel  concerning  God  ?  - 

Du  Seliger ,  wann  nennst  du  einmal  Ihn , 
am  dessert  siebentem  und  kt^tem  Tage 
noch  burner  Gian %  auj  deirtem  Dlugelschlage 

verloren  liegt. 

Befiehlst  du,  dass  ich  frage? 

In  these  varying  pictures  of  the  angel  the  base  is  of  course  the 
imagery  of  the  Christian  church;  but  how  vivid  -  and  childlike!  ~ 
is  the  idea  of  the  enamel  on  the  angel’s  wings,  forgotten  but  still  as 
bright  as  it  was  on  the  seventh  day  of  Creation.  The  most  mvs- 
terious  of  the  angel  poems  is  Verkundigung.  The  angel,  coming 
with  his  Annunciation  to  Mary,  says :  & 

Du  bist  nicht  naher  an  Gott  ah  mr; 
wir  sind  ihm  alls  weit . 

Aber  wunderbar  sind  dir 
die  Hande  benedeit. 

So  reifen  sie  bei  keiner  Frau , 
so  schimmernd  aus  dem  Saum: 

Ich  bin  der  Tag, ,  ich  bin  der  Tau , 
du  aber  hist  der  Baum. 

Ich  bin  jei^f  matt,  mein  Weg  war  weit , 

vergib  mir ,  ich  vergass , 

was  Er,  der  gross  in  Goldgeschmeid 

wie  in  der  Sonne  sass , 

dir  kunden  Hess ,  du  Sinnende , 

( verwirrt  hat  mich  der  Baum). 

Sieh:  ich  bin  das  Beginnende , 
du  aber  bist  der  Baum. 

Ich  spannie  meine  Schwingen  aus 
und  wurde  seltsam  weit ; 
iet^t  uberfliesst  dein  Heines  Hans 
von  meine m  grossen  Kleid. 

Und  dennoch  hist  du  so  allein 
wie  nie  und  schaust  mich  kaum ; 
das  macht:  ich  bin  ein  Hauch  im  Haiti , 
du  aber  bist  der  Baum . 
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Die  'Engel  alle  bangen  so, 
l as  sen  einander  /os: 
nod  nie  war  das  Verlangen  so 
so  ungewiss  und  gross. 

Vie  lie  id  t ',  dass  Etwas  bald  gesdieht, 
das  du  im  Traum  begreifst . 

Gegriisst  sei,  mine  Seele  sieht: 
du  hist  bereit  und  reifst. 

Du  hist  ein  grosses ,  hohes  Tor , 
und  aufgehn  wirst  du  bald. 

Du,  mines  Liedes  liebstes  Ohr, 
jet^tfuhle  id:  Mein  Wort  verlor 
sich  in  dir  wie  im  Wald. 

So  kam  id  und  vollendete 
dir  tausendeinen  Traum. 

Gott  sab  mid  an;  er  blendete 
Du  aber  hist  der  Baum. 


The  key  to  the  meaning  -  it  does  not  leap  to  the  eves  -  is  Rill-.’ 

mv  i  IliT  T1”8  :  <D‘  b«>  terSmd 

reijst  mat  be  said  to  any  human  beinv  in  the  , 

“«o&thr  fit,symbo1  ?  *■- 

^ate  ot  growth  the  sexual  image  should  not  be  taken  as  offensive! 

s:  ^ 

is  in  N  ^ thC  Vi«“ 

nounced  in  Da! ^  ^ah  an- 
very  fond  of  ‘tree’  as  an  i’f'r  .of  fruit  to  be‘  RiIk^  is 

roots  deep  in  the  soil  into  tbe^--  °rforSamc  springing  from 

a  majestic  crown  of  leaves.  And  for  Rilke  ^  VtV  Spr£ading 
ous  with  ‘ Empfanmis ’  The  VtV  •  u  ,  ^emts^afi  is  synonym- 
°f  maturity  to  bTf“  f “  the  sAol 

tween  the  teeming  dark  led  2  ™es,s  of  da7*  will  flow  be- 
the  dazzling  golden  glitter  of  Helvem  ^  £xistence  and 

"  full  maturity  is  in  the  two  volumes  of  New  Gedicbte 

Cf.  Der  Engel  m  Neue  Gedicbte. 
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(l9°7>  I9°8)-  The  interest  of  the  poems  here  gathered  in  is  so 
ramified  that  in  the  scope  of  such  an  essay  as  this  only  a  hint  of 
their  significance  can  be  given.  They  have,  as  is  the  case  with 
Hebbel’s  plays,  threefold  sense:  that  of  object,  type,  and  symbol. 
Rilke  also  aimed  at  achieving  congruence  of  object,  rhythm,  and 
atmosphere.  The  New  Poems  are  yet  another  attempt  at  a  Pegende 
des  siecles,  for  they  give  a  picture  of  all  the  phases  of  culture  - 
Biblical,  Greek,  Roman,  medieval.  Baroque,  Oriental,  modern. 
A  chronological  division  is,  however,  quite  illusory;  for  all  these 
periods  merely  serve  to  provide  subjects  which  illuminate  present- 
day  states  of  mind.  The  terrible  despair  of  Christ  in  Der  Olbatrn- 
garten,  for  instance,  is  worlds  removed  from  the  spirit  of  the  New 
Testament:  Christ  in  His  agony  (the  agony  of  any  man  whose 
ideals  crumble  into  dust)  denies  God  and  all  divinity. 

The  predominating  influence  is  that  of  Rodin.  Rilke  himself 
stated  what  Rodin  had  taught  him:  to  labour  patiently.  ‘Travailler 
toujours  /’  was  Rodin’s  advice.  Hitherto  Rilke  had  thought  that 
inspiration  was  sufficient;  from  Rodin’s  example  he  learned  that 
inspiration  must  be  laboured  into  the  flawless  work  of  art  Now 
the  poet’s  aim  is  to  create  ‘ Kmstdinge’,  which,  he  says  in  a  letter  to 
Lou  Andreas-Salome,  have  the  need  of  existence  of  the  created 
thing  they  represent.  The  aesthetic  doctrine  of  ‘things’  which 
Rilke  applied  m  New  Poems  he  interpreted  in  the  second  part  of 
his  lecture  Auguste  Kodin  (1907).  ‘Thing’,  he  says,  implies  fixed 

whichT  “  Spa?  1  ShapC  M  Which  dJ  movement  has  ceased  and 
wluch  something  permanent  m  the  shape  in  which  it  is  seen 

A  thing  endures,  a  human  being  does  not  endure.  If  the  beaut; 
we  see  anywhere  is  by  imitation  transferred  to  a  thing  then  this 
^ng  lasts  longer  than  that  from  which  it  was  imitated.’  Not  onN 
does  it  last,  it  lives  —  as  eternal  beautv  *  it  IiVpq  ^ 

emotiom  Rilke  thereupon  shows  that  Rodin  by  the  distribution  of 
ight  on  his  surfaces  accomplishes  the  miracle  of  expressing  move 
ment  and  of  expressing  by  this  sup-p-eqtinn  ^  move- 

going  on  within  the  object  imitated5  that  is  b  m°Vement  what  is 

5SS£3£3£»-5 

secutive  in  *«,  plastic  „  M  onl/ J 
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its  "most  pregnant  moment’,  that  is,  at  the  moment  when  all  the 
meaning  of  the  action  has  most  significance  for  the  purpose  of  art. 
If,  therefore,  Rilke  was  right  in  thinking  that  Rodin  manages  to 
suggest  progression  in  his  fixed  pregnant  moment,  then  Rodin’s 
sculpture  gives  the  lie  to  Lessing’s  sharp  division  between  plastic 
art  and  poetry,  and  Rilke  continued  the  disproval  by  looking  at 
the  object  of  his  poem  with  a  sculptor’s  eye  and  suggesting  pro¬ 
gression  to  and  from  the  pregnant  moment  or  crisis,  or  fixed 
object  in  space  into  which  he  reads  the  stirrings  of  a  soul,  by 
projecting  such  a  moment  into  a  magic  light.  But  he  does  more 
than  that:  to  the  magic  light  in  which  he  bathes  the  picture  he 
adds  the  suggestiveness  of  his  subtle  music.  Theoretically  then  - 
and  Rilke  was  no  doubt  aware  of  the  possibilities  of  his  melange 
des  genres  -  the  poems  he  aims  at  creating  are,  literally,  a  synthesis 
of  philosophy,  plastic  art,  music,  and  poetry.  Whether  the  inten¬ 
tion  is  or  is  not  realized  is  another  matter  -  if  not,  then  Lessing’s 
relentless  mathematical  reasoning  still  holds;  but  certainly  the 
fascination  of  Rilke  in  his  maturity  does  lie  in  a  glimpsing,  how¬ 
ever  baffling,  of  manifold  meaning. 

These  poems  of  Rilke  in  which  he  applies  his  new  aesthetics  are 
today  classed  as  £ Dinggedidte\  The  term  was  coined  by  Hermann 
Pongs  in  Euphorion ,  Yol.  32,  1931;  he  says:  cSein  eigentumliches , 
plastisches  Eormideal  drrngt  dahin, e  ‘Dinge  macheri*  ’, <c  Wirklidkeiten, , 
die  aus  dem  Handwork  hervorgehen ”  {Brief e  III ,  1 19) .  .  .  Kein  Sidwerfen 
in  die  Ichgefuble  mehr  wie  in  der  Eruhlyrik, ,  vielmehr  ein  Absehen  vom  Id, 
das  sid  steigerf  bis  %um  Absehen  vom  Mensdliden  uberhaupt ,  um  die 
Atmosphare  der  Dinge  gan%  edt  geben,  ccDinggedidte'y  so^usagen. 
Nidi  am  wedsehden  Eindruck  haftet  er  wie  der  Impressionist ,  er  sudt 
das  Wesen  mit  alien  Seinsbe^dgen,  die  jedes  Ding  erst  %um  Phdnomen 
erhebend 

Pongs  with  his  Absehen  vom  Id ’  refers  to  another  salient  feature 
of  JSiew  Poems .  Rilke  has  here  completed  his  progression  from  per¬ 
sonal  lyricism  to  the  depersonalized  realization  of  things.  (Oskar 
Walzel1  sees  in  what  he  calls  cEntidung  der  Lyrik ’  a  characteristic 
of  recent  lyric  verse,  e.g.  in  that  of  Daubler,  Werfel,  and  Trakl.) 
The  elimination  of  personal  feeling  had  of  course  been  one  of  the 
imperative  demands  of  the  French  Parnassians;  but  one  has  only 
to  compare  Isfene  Gedidte  with  Richard  von  Schaukal’s  more  or 
less  Parnassian  poems  to  realize  that  Rilke’s  depersonalized  reality 
1  Deutsche  ILiferatur  seif  Goethes  Tode. 
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IS  Rill  eh?  b>  wTmluY'  h’ t0r  mstance’ in  Rake’s  Panther  there 
s  Rilke  himselt,  then  the  poem  is  intensely  personal;  that  is,  it  is  a 

\  nc,  and  not  a  careful  Parnassian  elaboration ;  what  matters  is 
the  ieebng,  not  the  picture  or  the  cosmic  sense  of  the  picture  It  is 
true  that  though  the  symbolism  is  highly  personal  the  person  of  the 

w?atS}mb0hleS  highCr  mteI%ence  man;  and^hus  we  get 
t  we  might  call  an  mtellectualized  cosmic  symbolism.  Rilke 

projects  himseit,  it  only  as  depersonalized  intelligence,  into  his 
bject,  and  it  may  be  wrong  to  say  that  in  Der  Panther  -  which 
may  serve  as  a  type  -  he  reflects  the  inner  nature  of  his  object  He 
is  perhaps^oniy  impersonal  in  so  far  as  he  says  ‘panther’ instead 

•  v'  K1  ffnOU  U°T  thlS  partlcuIarP°em  came  into  being.  Rodin 
T  A*  ^luil7ay  h,ad  said  to  tiie  Poet:  ‘You  can’t  see,  go  to  the 
Jardin  des  Plantes’  ;  and  Rilke  had  obeyed,  had  watched,  and  tried 
o  pierce  into  the  inner  life  of  the  animals  behind  the  bars  The 

Rdn?  HaSda  P°e“  ?  P°ignant’  fr°m  the  animal  point  of  view,  as 
Ralph  Hodgson^  famous  poem;  but  cruelty  to  animals  is  ^ot 

A?  nolSUrLeCt'  y  plCtUue  °f  thC  Cag£d  animal  is  the  object  of 
the  poem,  the  panther  is  the  type,  and  the  symbol  is  man  cribbed 

cabined,  and  confined  in  the  torment  of  irrealizable  creative  desire- 


Sein  Bhck  ist  rom  Voriibergehn  der  Stabe 
so  mud  geworden ,  dass  er  nichts  mehr  halt. 
Ihm  ist,  a/s  ob  es  tausend  Stake  gabe 
und  hinter  tausend  S taken  keine  Welt. 


Der  weiche  Gang  geschmeidig  starker  Schritte, 
der  sich  im  allerkleinsten  Kreise  dreht, 
ist  wie  ein  Tan%  von  Kraft  um  eine  Mitte, 
m  der  betdubt  ein  grosser  Wille  steht. 


Nur  einmal  schiebt  der  Vorhang  der  Pupille 
sich  lautlos  auf-  Darn  geht  ein  Bild  hinein, 
geht  durch  der  Gbeder  angespannte  Sfille  - 
und  hort  im  Herzen  auf  7 u  sein. 


The  ‘KongruenZ  vonObjekt,  Rhjthmus  und  Atmosphare'  is  obtained  bv 
the  regularity  of  the  rhythm,  as  regular  as  the  pacing  of  the  aSnal 
m  his  confined  space;  and  the  fatigue  and  despair  is  indicated  by 
the  slow  monosyllables  and  the  truncation  of  the  last  line  while 
the  passtng  of  bar  by  bar  before  the  panther’s  eyes  is  suggei  J by 
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Stake  gabe.  The  tonal  qualities  of  Der  weiche  Gang geschmeidig  starker 
Schrifte  (velvety  softness  wedded  to  striding  strength)  will  be 
missed  by  no  one. 

What  new  meaning  Rilke  can  get  into  a  Dinggedicht  may  be  seen 
by  comparing  Conrad  Ferdinand  Meyer’s  Der  romische  Brunnen  with 
Rd'mische  Fontdne:  the  Swiss  poet’s  poem  is  just  a  fine  picture  of  a 
chose  vuey  while  in  Rilke’s  poem,  though  all  seems  to  be  just  a 
picture,  he  himself  is  the  tiered  fountain  gathering  impressions 
and  calming  them  to  the  perfection  of  dream.  The  isolation  of 
majesty  (probably  in  Stefan  George’s  sense)  is  conveyed  by  Die 
Treppe  der  Orangerie :  Versailles : 

Wie  Konige  die  schliesslich  nur  noch  schreiten 
fast  ohne  Ziel ,  nur  um  von  Zeit  %u  Zeit 
sich  den  Verneigenden  aufbeiden  Seiten 
^eigen  in  des  Mantels  Einsamkeit  -  ; 

so  steigf,  allein  vischen  den  Balastraden , 
die  sich  verneigen  schon  seit  Anbeginn , 
die  Treppe:  Jangsam  und  von  Go  ties  Gnaden 
und  auf  den  Himmel  c(u  und  nirgends  hin; 

als  ob  sie  alien  Folgenden  befahl 
^uruckQtbleiben,  -  so  dass  sie  nicht  wagen 
von  feme  nach^ugehen  ;  nicht  einmal 
die  schwere  Schleppe  durfte  einer  tragen. 

Here  the  central  object  is  the  staircase  -  marble  is  not  mentioned, 
but  marble  is  what  we  see  -  filling  the  picture,  but  in  a  fantastic 
light,  magnified  by  the  symbol  of  lonely  kings  (and  by  the  swift 
association  of  ideas  of  all  those  who  are  isolated  from  their  fellows 
bj  the  grace  of  God)  trailing  all  their  magnificence,  even  their 
heavy  train. 

In  the  New  Poems  Rilke  often  paints  by  adding  detail  to  detail, 
but  with  the^  inner  sense  in  equal  progression,  so  that  revelation 
of  the  total  idea  synchronizes  with  the  finishing  of  the  picture. 
This  process  is  quite  wonderful  in  Corrida ,  in  which  we  see  first 
the  black  bull  and  his  bull’s  feelings  for  the  picador,  then  the 
pica  or  in  gold  and  pink  silk,  and  at  the  end  heaped  adjectives 
picturing  the  masterly  and  nonchalant  death-thrust.  Very  striking 
in  Jugend-Wdnis  mines  Voters  are  the  closing  lines  which  give 
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meaning  to  this  splendidly  touched  up  ramih  portrait  (the  poet's 
father  in  the  o  dicer  <  unit  firm  he  wore  in  his  pre- rail  wav  dacb* 
Du  schneM  rer& hendes  Dagwrrorp  ^dneu  wrpbmdm 

Handen :  faded  oid  portrait  from  the  days  when  photograph',;  be¬ 
gan.,  In  my  hands  tnat  fade  too,  though  .ess  cjuickw  Aut  this  the 


not  fade*.  Gob/ 


ir; 


Runs f ding  I  have  made  of  it  -  If  it  Is  such  -  will  __ 

dsr  Venus  would  be  no  picture  at  all  if  Lessing’s  dictum  were  true 
that  description  seriatim  is  futile  because  we  see  only  one  detail  at 
a  time.  Rilke  paints  a  picture  of  Venus  from  top  to  toe,  with  shift- 
mg  light  and  shade.  The  poem  thrills,  however,  not  bv  the  elabor¬ 
ation  ot  a  picture  but  by  the  consistent  visualization  of  the  process 
of  birth  (Venus  does  not  rise  from  the  sea,  but  is  literally  born 
from  the  broad  vulva  of  waves  rimmed  with  pubic  hair  of  foam) 
and  the  surprises  of  the  imagery  which  fondle  the  divine  limbs' 
not,  however,  as  in  certain  full-length  erotic  portraits,1  merely  as 
a  prurient  pretext  to  throw  the  sexual  parts  into  relief,  but  with  a 
cool  detachment  which  fastens  on  the  symbolic  newness  of  the 
suggestions : 


Lind  in  dew  Kelcb  des  Beckens  lag  der  iLeib 
me  emejunge  Baruch  t  in  ernes  Kinder  Hand. 

In  seines  A  arels  engew  Berber  war 
das  gan^e  Dun  he  l  dieses  hellen  Rehens . 

Darunter  bob  sicb  licht  die  kleine  Wre//e 
mid  floss  bestandig  liber  nach  den  Lender, 
wo  dam  und  warn  ein  stilles  BJeseln  war. 

Durchschienen  aber  und  nod  ohm  S shatter, 
wie  ein  Bestand  von  Birken  im  April, 
warm,  leer  und  imverborgen,  lag  die  Scham. 

The  wind  freshens  and  fills  the  new  breasts  so  that  like  sails  full 
of  distance  they  float  the  diaphanous  maiden  to  the  shore.  And  at 
noon.  In  the  heaviest  hour,  the  sea  once  more  rises  and  casts  a 
dolphin  on  to  the  self-same  stretch  of  sand  -  'Tot,  rot  und  offen\ 
Life  is  bom  of  death  ... 

The  full  sense  of  some  of  the  poems  can  only  be  gathered  from 
knowledge  of  Rilke  s  previous  books  or  of  his  correspondence ; 
thus  Der  Ausepig  des  verhrenen  Sohnes  is  clarified  by  the  light  of  the 
passage  in  Malle :  Matt  wird  mich  s dower  dawn  uberepugen,  dass  die 
1  Shakespeare’s  Venus  and  Adonis,  J.  C  Gunther’s  Bridal  Night  poem.  , 
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Gescbichte  des  verlorenen  Sohnes  nicht  die  hegende  dessen  ist9  der  nicht 
geliebi  werden  wollte This,  as  we  have  shown,  is  literally  true  of 
Rilke’s  own  life;  and  he  handles  his  determined  homelessness  in 
other  poems  (Der  Dicbter,  Der  Fremde).  Sex  problems  form  the 
theme  of  many  of  the  New  Poems ,  and  all  phases  of  sex  life  are 
touched,  from  the  rejection  of  the  male  to  sexual  exhaustion;  the 
latter  theme  is  in  Abisag  linked  to  a  picture  of  maiden  pre-puberty. 
Woman  in  all  her  phases,  from  the  pre-puberty  of  Abishag  to  the 
gorgeous  cruelty  of  Die  Kurtisane ,  in  whose  hair  is  the  gold  of 
her  native  Venice  (and  thus  the  picture  is  a  Titian),  whose  eye¬ 
brows  are  like  the  bridges  leading  over  the  canals  to  the  throb 
and  peril  of  the  sea: 

...Wer 

mich  einmal  sahy  beneidet  meinen  Hund, 
weil  sich  auf  ihm  oft  in  ^erstreuter  Pause 
die  Handy  die  nie  an  keiner  Glut  verkohlt9 

die  unverwmdbarey  geschmiickty  erholt 
Und  Knabeny  Hoffnungen  aus  altem  Hause, 
gehn  wie  an  Gift  an  meinem  Mund  ^ ugrund . 

Very  penetrating  are  the  poems  which  illuminate  the  state  of  mind 
of  prophets,  medieval  saints,  beguines.  In  these  religion  is  psycho¬ 
logically  interpreted;  Vor-Q stern:  Neapel  forms  a  gross  contrast 
to  these,  and  will  by  most  be  read  as  an  obscene  mockery  of  the 
Catholic  religion.  Dinggedichte  in  the  most  literal  sense  are  poems 
which  show  the  inner  life  of  dead  matter:  poems  on  churches,  Die 
haute >  Die  Sonnenubr.  Those  poems  which  come  under  the  heading 
of  flow  er-s\  mbolism  and  animal-symbolism  sometimes  play  with 
recondite  but  luring  significance  (Das  Roseninnere,  Blaue  Hortensie). 
The  transpositions  of  pictures  may  betray  the  influence  of  Cezanne 
and  Van  Gogh,  as  for  instance  Auswanderer-Schijf:  Neapel  In  this 
picture  of  an  emigrant  ship  in  the  Bay  of  Naples  taking  in  oranges, 
fish,  and  bread  no  colour  is  mentioned  except  cdas  grosse  graue 
Sshijf ,  nevertheless  one  sees  over  the  deep  blue  of  the  sea  the 
terraced  shore  and,  in  splashes,  the  yellow  of  the  oranges,  the 
warm  brown  of  the  bread,  the  silver  scales  of  the  fishes,  and,  in 
grim  contrast  (life  and  death)  the  womb  of  the  ship  gaping  open 
to  take  coal  in.  A  painting  might  have  created  the  same  impres¬ 
sion,  but  more  dubiously,  for  the  poem  is  staged  skilfully  to  the 
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grotesque  of  the  ending  words  ‘offen  wie  der  Tod\  The  transpose 
tions  oi^ statues  (F ruber  Apollo,  Archaischer  Torso  Apollos,  Kretische 
Artemis)  provide  perhaps  the  best  object-lessons  for  testing  Rilke’s 
sculptural  theories.  The  conception  of  permanence  in  a  hmsfding 
is  brought  out  in  Tanagra.  The  very  soul  of  dancing  flashes  and 
flames  in  Spanische  Tm^enn.  Die  Insel:  Nordsee  is  one  of  the  com¬ 
parative!}'  rare  poems  with  German  themes :  the  taciturn  character 
of  Holstein  men  is  interpreted  by  that  turning  inwards  of  the  spirit 
which  means  so  much  to  Rilke;  we  get  it  even  in  Morgue ,  attributed 
to  corpses  washed  out  ot  the  Seme  —  1  Die  Augen  haben  hinier  ibren 
Lidern  \  sick  umgeirandt  mid  schauen  jet^t  hinein.  Morgue  is  not  in¬ 
tended  to  be  grotesque;  the  grotesque  poems  proper  are  Legend* 
von  den  dm  Lebendigen  und  den  drei  Toten,  Der  Konig  von  Munster , 
To  fen  fan ^  D as j  mgs  ie  Gerichf ,  Die  V  ersucbmg,  Papageienpark.  Kremf- 
(and  this  w  ill  shock  many)  is  also  in  the  nature  of  a  grotesque. 
For  humour  veiling  pathos  Der  Konig  should  be  read  -  and  com¬ 
pared  (as  a  portrait  of  a  Spanish  prince)  with  Stefan  George’s  Der 
Infant 

On  May  19th,  1922,  Rilke  wrote  from  his  tower  at  Muzot  to  a 
lad}  that  zest  in  creation  had  returned  to  .him :  ‘Die  mir  fiber  alles 
lieben(ipi2  in  grossartiger  Einsamkeit  begonnenen  mid  seif  1914  fast  gan^ 
unterbrochenen)  Arbeiten  konnten  wieder  aufgenommen  -  ,  konnten  miter 
unendticher  F dhigkett ,  gu  Ende  gebracht  we r den,  -  Danebenging  eine  kleine 
Arbeit  her,  fast  ungewollt,  ein  Nebenstrom,  fiber  jo  Sonette,  die  Somite 
an  Orpheus  genannt,  und  gescbrieben  als  ein  Grabmal fur  ein  jtmgversfor- 
bems  Madden He  is  referring  to  the  Dimmer  Elegien  (1923).  The 
first  of  them  had  been  written  in  1912  at  Duino  (p.  165);  hence 
their  title.  Rilke  not  only  loved  the  Duineser  Elegien  'more  than  all 
else  ,  but  he  actually  rated  them  as  his  best  work;  and  this  is  one 
reason  why  critics  and  academic  teachers  burrow-  into  them  to 
earn  the  cachet  of  superior  intelligence.  The  form  alone  should 
make  one  sceptical.  Rilke  called  these  poems  ‘elegies*  because  they 
are  approximately  in  elegiac  metre.  Technically  this  implies  dis¬ 
tiches  of  rising  hexameter  and  falling  pentameter  to  give  the  sob 
and  sigh  of  plaintive  feeling,  but  the  Duineser  Elegien  are  far  from 
conforming  to  this  traditional  type  -  the  lines  are  merely  hexa- 
meter-like,  but  not  so  like  as  those  at  wThlch  Tennyson  turned  up 
his  classic  nose  -  'barbarous  experiment,  barbarous  hexameters’. 

It  is  of  course  quite  consistent  with  Rilke’s  general  system  of  effect 

1  Briefe  an  eine  Jungs  Frau  (1930). 
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by  irregularity  that  he  should  vary  this  pattern  of  six-foot  lines 
by  shortening  to  five:  ‘Wer,  wenn  ich  schriee,  horte  mich  denn  am  der 
Engel  |  OrdnungenV  The  rhythm  is  rarely  fluent;  and  it  is  hard  to 
escape  the  conviction  -  confirmed  by  Rilke’s  letters  from  the 
period  of  composition  (the  passage  quoted  hints  at  impotence 
which  cannot  all  have  been  due  to  the  nightmare  of  the  War)  - 
that  they  are  the  product  of  an  exhausted  mind.  If  the  verse  flows 
like  a  clogged  river,  the  sense  too  has  to  be  recovered  by  divine- 
beneath  the  surface.  It  is  only  by  battling  hard  with  the  Duino 
Elegies  and  their  ‘tributary  stream’,  the  Sonnets  to  Orpheus  that  we 
realize  where  the  irresistible  magic  of  the  New  Poems  lies  -  in  the 
sheer  music  of  the  verse.  On  the  other  hand  it  must  be  admitted 
that  there  is  a  vital  ripening  of  the  poet’s  nursed  ideas;  and  it  may 
be  true  that  rhythm  and  language  are  with  desperate  ingenuity 
devised  to  fit  the  other-worldliness  of  the  themes  -  for  the  spirit 
message  a  new  spirit  language  and  melody. 

In  the  ist  and  the  and  Elegies  man  and  angel  are  contrasted 
If  an  angel  took  the  poet  to  his  heart  the  poet  would  perish  For 
the  beautiful  is  the  beginning  of  the  terrible,  and  every  angel  is 
errible.  Jf  here  are  the  days  of  Tobias  when  an  angel  stood  at  a 
simple  threshold  {Zur  Keise  ein  wenig  verkleidet  und  schon  nicht  mehr 
Jure  ar) .  The  angels  feel  beauty  and  do  not  perish;  we  mortals 
are  consumed  by  beauty;  it  slackens  us  fire  by  fire.  And  they  who 
are  beautiful  perish:  the  divine  flashes  in  their  face  and  fades.  If 

(tha*  Which  in  us  is  ^ine)  it  passes  like  the 
“  W,°n  graSS'  e  PerfeCt  ourselves,  and  die  into  matter; 
ithTT  r  nothing  of  the  perfume  of  our  perfection.  May 
it  be  that  this  perfection  we  have  striven  for  passes  into  the  angels  ? 

in  the/ITnii.  ^  W£achieVe  of  beauty  is  immortal  (it  exists 

temot  offh  S  of  anSels  ls  a  reaction  from  his  con¬ 

tempt  of  the  human  body.  Really  it  all  comes  to  saying  that  the 

STS  “  1  horrible  hi„<We.  But  Mte 

^  ™?e  4e  Ekgi“  -  leased  physically,  and  obvi- 
Pam'dLrivedh  “  'he  limits  of  sanity.  His  fear  of 

die  bT  d  T1  of  a  normal  man’s  attitude  to  his  body.  To  him 

X  ShT IX  TT  fd-way  ,hi”S  “  ^  ™'<d  “d 

shuts  mX  Xri P  X  t  '  ‘a  "“Sk  drcle’.  he  says,  ‘which 

cause  beinp-  nft!  bj  Breughe1’.  The  body  is  Hell  be- 

meant  phvsfcd  I by  T  W°rld  (which  to  Mke  at  this  stage 
meant  physical  suffering  and  the  fear  of  it),  it  is  beyond  the  readi 
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ot  angds.  But  by  the  law  of  contraries  -  and  bv  his  verv  nature 
Rjlke  has  the  pictorial  logic  of  the  old  mystics  -'if  the  bodv  is  the 
dewl  men  there  must  be,  however  far  remote,  that  divine  some- 
t  cng  Wiccn  tne  devn's  very  close  presence  Droves;  and  Rilke 
chooses  to  cad  this  divine  and  luminous  something,  this  contrary 
ot  the  body  tixcd  he  plessly  in  disease  and  darkness,  ‘an^eP  The 
ternble  thing  is  that  man,  for  ail  his  -.-earning  to  transform  what 
within  mm  is  earthly  to  the  divine  -  by  that  eternal  transformation 
*-hich  :s  the  will  of  the  universe  -  cannot  project  himself  into  the 
ange*s  as  my  the  law  ot  heredity;  he  can  project  himself  into  his 
descendants:  mere  are  mechanical  Darwinian  laws  for  the  brute 
boa;:  out  not  tor  the  soul. 

Tne  ist  Elegy,  then,  is  negative.  But  Rilke  in  a  letter  written  a 
year  berore  his  death  interprets  the  general  sense  of  the  Elegies  as 
affirmative  ot  nfe:  ‘In  den  Elegien  wird ...  das  Leben  wieder  moglich 
ja  es  erjahrt  bier  diejenbge  endgiiltige  Bejah  u  ng,  v?a  der  es  derjunge  Mall 
.  .  nocb  mcht  fuhren  konnte.  Lebens-  und.  Todesbejahung  erweist 
sicb  als  Ernes  in  den  Elegien.  Das  eine  ^ugeben  ohne  das  andere, 
set,  so  nerd  her  erfahren  und  gefeiert,  eine  schliessiich  alles  Unendlicbe 
ausscMiessenae  EinschrSr.kur.g.  Der  Tod  ist  die  ms  ahgekehrte,  von  ms 
Setfe  et  e  j E  e  o  e  n  s :  »vr  mussen  versuchen,  das  grosseste 
Djjsiks  ecu  te;s:en,  aas  in  beiden  unabgegren^ten 


Bereicbei:  ~u  Hause  ;st,  aas  beiden  unerschopflicb  genabrt. 
.  .  .  Die  irabre  Lebensgestait  reicht  durch  be  ide  Gebiete,  das  Blades  gra¬ 
sses  fen  Kreislaitfs  treibt  durch  beide:  es  gib  t  weder  ein  Diesseiis 
noch  Jenseits,  sondern  die  grosse  Einbeit .’ 

The  ist  and  and  Elegies  continue  the  interpretation  of  love  and 
lovers  which  in  Malte  is  so  subtle;  here  again  the  love  of  man  is 
depicted  as  a  biological  impulse,  while  that  of  women  such  as 
Gaspara  Stampa  and  Marla  Alcoforado  (see  p.  zoj)  is  pure  and 
essential  because  it  is  not  merely  in  the  blood.  This  ‘hidden  and 
f  of  the  blood’  is  in  the  3rd  Elegy  used  to  shadow 

°rtTrr1 U6:  SosPe|  of  sex>  which  is  anything  but  romantic.  After 
t  e  war  Rilke  s  religion  had  developed  into  a  species  of  worship 
ot  sexuality:  this  was  heightened  by  his  acquaintance  with  Freud, 
ana  was  expressed  in  two  letters  published  in  193  3  under  the  title 
of  bber  Gott.  There  had  been  idealization  of  sex  too  in  the  Rodin 
lecture;  ‘Hier  hunger t  die  Menschheit iiber sicb  hinaus.  Hier  strecken  sicb 
Hands  aus  nach  der  Ewigkeit.  Hier  offnen  sicb  Augen,  sebauen  den  Tod 
undfurebten  ihn  nicht .  . .  ’  What  in  the  3rd  Elegy  is  dimly  celebrated 
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is  the  cosmic  force  which  impels  man  and  maid  to  their  embraces 
which  for  Purpose  have  not  the  unborn  child  but  the  fathers  W 
like  crumbled  hills  in  our  deeps  and  the  dry  river-bed  of  mother 
to  be  . .  Man’s  love  does  not  pulse  at  the  call  of  mother  or  gende 
maiden,  but  is  the  heart-beat  of  countless  generations 
In  The  Book  of  Poverty  and  Death  and  in  Ma/te  Rilke  had  shown 
death  to  be  an  integral  part  of  life.  In  the  Elegies  death  is  a  means 
ot  transcending  life,  a  transformation  such  as  that  of  the  child 
from  womb  to  world.  d 

In  the  i  st  Elegy  Rilke  deals  with  an  apparent  difficulty:  if  what 
we  mature  by  a  rich  life  passes  over  into  death,  then  those  who 
die  young  take  over  an  unripened  fruit,  and  to  them  death  is 
ange.  But  since  life  and  death  form  a  unity  then  the  living  can 
help  4ese  opened  dead  untd  they  grow  conscious  of  eternity 

,  ,  4h,E1fgyr  Wkch  ls  m  decasyllabic  iambic  blank  verse  - 
deals  with  the  drama  of  life  which  is  played  in  the  consciousness 
of  death  s  presence,  mourns  the  disharmony  in  the  adult  of  mask 

in  rV^’  and  £?mts  back  to  the  undisturbed  unity  of  childhood 
w  ch,  since  there  is  no  consciousness,  there  is  no  mask.  The 

r^htvofffis^in  ^  K man,COuld  stnP  off appearance  and  attain  the 
reality  of  his  inner  being  he  would  lose  all  consciousness  of  seem- 

bTthet  ?  aS  PuPpets  do  ^  a  play,  without  seeking  somethin* 
Si  "  T!' In  f £  I*  EIe^  -  0ne  of  the  “ost  difficult  -  aero* 

;  -e,CeC  tated  as  beklg  more  fugacious  than  other  men  ‘(Wer 

tlr  Sselhstr\  ^ThTid  &  Fabmden>  f?e  ein  I  Fluehtigem  noch  als 

tions  which  n  ldf'con^d  by  a  series  of  shifting  associa- 

35  V  haIf-remembered  dreatf  -  is  that 
spectators  -  ffi^s  beCaUSC  they  act  to  the  wiU  of  the 

responding'to1^  divine  ^ouch*-  m  the  Xfffie"  ^ 

*£  -  £ 

Picture  ^  PiCaSl°’S 

suffering  is  a  necessarv  r4rt  k  r  .  final  argument  that 

ance.  The  6th  Elegy,  thePshortestUurfoi?°fnS  divineSuid- 

a  fig-tree  which  finite  vr  vi,  ttbo  ds  from  contemplation  of 

g  which  fruits  without  blossoming  the  conception  of  the 

1944)  by  B.  R<%™’  V°L  IH»  No'  2>  June 

troupe  of  acrobats  in  Paris  in  1906 -the  rJ^  descnblnS  a  performance  by  a 
to  those  of  the  Elegy.  9  ™  persons  mentioned  correspond  closely 
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Hero  w  ho,  in  his  fullness  of  being  and  deed,  does  not  stay  to  ripen 
his  fruit,  but,  like  those  who  have  passed  awav  in  vouth,  rushes 
?  (The  idea.is  mooted  in  the  ist  Elegy:  lDenk:  es  erhaitsich 

der  Held,  selbst  der  hntergang  war  ibm  \  mtr  ein  Vorwand,  sein:  seine 
leti(te  Geburtd)  But  if  the  hero  is  praised  for  his  disregard  of  life 
the  implication  might  be  that  life  is  without  value.  The  7th  Elegy 
cnsproves  this  by  glorifying  existence.  ‘ Hkrsein  ist  herrlkb .’  And 
therefore  the  poet,  addressing  the  angel,  whom  he  fears  no  more, 
lauds  what  life  has  created  -  cathedrals,  music,  love.  The  essential 
thing  is  that  now  in  the  7th  Elegy  the  human  race  is  magnified  - 
for  its  achievements  -  whereas  hitherto  only  individual  represen¬ 
tatives  of  humanity  -  lovers  who  love  for  love’s  sake,  those  who 
died  young,  the  acrobat,  the  hero  -  had  been  praised.  -  The  8th 
Elegy  k  a  variant  of  the  4th  m  -which  children  are  shown  to  have 
unity  ^ot^being;  in  the  8th  animals  have  it,  for  they  too  live  an 
open’  life  unburdened  by  consciousness;  that  is,  in  a  state  of  pure 
existence,  which  man  can  attain  by  death  only.  The  9th  Elegy,  a 
hymn  to  life,  answers  the  question  asked  in  the  ist  Elegy:  What 
is  the  purpose  of  human  existence  ?  The  answer  is  that  we  do  not 
live  to  gain  experience,  knowledge,  happiness,  but  for  the  sake  of 
existence  itself  We  must,  therefore,  praise  existence,  praise  the 
simple  things  of  life,  and  give  them  permanence  by  making  visible 
in  them  that  wnich  is  invisible  in  ourselves.  Here  we  have  ao-ain 
Rilke’s  doctrine  of  things  to  which  we,  the  most  transited  of 
beings,  give  permanence  by  shaping  them  in  art.  There  is  another 
late  elaboration  of  the  theme  in  the  poem  Der  Goldscbmied,1  the 
seizure  of  the  artist  by  the  thing  and  the  projection  into  the  thins 
of  the  artist’s  soul: 

Raum  grei ft  am  urn  and  uberset^t  die  Dinge: 
dass  dir  das  Das  ein  eines  Baums  gelingey 
wirf  Innenraum  urn  ibn ,  am  jenem  Raum , 
das  in  dir  west. 

Having  thus,  in  the  9th  Elegy,  justified  life,  in  the  10th  the  poet 
accepts  pain  and  sorrow,  which  will  pass  with  us  into  the  next 
world.  Life  is  the  city  of  pain  (Leid-Stadt),  death  is  the  land  of  pain 
Uidland ).  ‘If  I  were  to  cry  out,’  the  ist  Elegy  begins,  ‘who  would 
hear  me  in  the  cohorts  of  the  angels  ?’  In  the  10th  Elegy  the  angel 
has  heard  and  has  approved  all;  approved,  too,  the  ‘grim  insight’ 

1  Let^ie  Gedichte  und  Fragpjentarisches. 
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wnh  which  the  mysteries  have  been  probed.  The  path  has 
through  Hell  (the  Hell  of  Make)  upwards  to  the  Angel  -  not  with 
the  Angel,  as  was  the  case  with  Dante  and  Stefan  George  Now 
the  Angel  is  near,  and,  though  still  terrible,  the  terroAmd  thl 
mystery  of  his  super-humanity  are  known  to  the  mortal,  and  there 
ore  the  mortal  can  adore  in  jubilation.  Here  the  aim  which  had 
throughout  has  poetic  striving  lured  Rilke,  to  interpret  life  is  fa 

W  h  tahfd  “  I,St-  “d  “  the  ML  ReaLng  t£a  £ 
God  he  had  created  in  D*s  Stu„d,ntmh  had  been  himsdf.  aboie 

al la  promotion  of  his  own  loneliness,  and  that  Malte  too  had  been 
a  poignant  re-creation  of  himself,  he  had  turned  to  the  creation  of 

we  h§airhOUt  hlfSel{-ln  the  Dinggedi^te,  but  even  in  these,  as 
\  e  seen  and  as  the  9th  Elegy  confirms  -  the  reality  is  trails 
erred  personalty.  The  Duino  Elegies  represent  a  third  stage  in  his 
evelopment  complete  objectivity  or  utter  elimination  of  himself 
solution  of  the  mysteries  achieved  by  love  of  life  which  asks  for 
™  tag  «ccpt  life  to  suffer  in.  Rilki  indices  the  ^mre  o  y 

“ i/TTk"  POem  Waim *  '■  wl“  *“  Lad  hitherto  achieved  hid 
tan  first  by  a  mystic  worship  and  then  by  a  visual  proc  j'  ln  „ 
Jus  vision  he  had  taken  beasts  and  birds  and  flowers  and  he  had 

bel  ltd  b  K  aUen  r°°mS  °f  StonSe  inns  -d  “  ^  ttttg 

“  bee?  borne  ln  uP°n  him  that  in  all  this  there  was  naughf 

ration  wtad  bl  de^T'  d°  °f 'ta  oature^onse- 

^  vha,  vision  hasTy  taAUoTrf  JonT^e  Tie  a 

eyesnlTk  is  F°J  fd  thrive  “  the  foIds  of  love.  When  the 

S2s  F  o  r ^thTSflf  \hr  SWd  Chefisb  tbe  P“—d  £ 

things  does  not  knew  th  Ug  J16  °yerpowers  and  possesses  these 
stagfby  s  Ae  mt  j  tbe,m-.Kno^dge,  as  the  Duino  Elegies  climb 
of  dlTe?  1 “AA  achieVed  b? tbe  i-tification 

mav  for  a  short  space  ™  wbacd  we  ahide.  A  youth 

when  he  finds  heHiauntin^Tk  “  ^  *  Iudng  femaIe>  Lament 

is  friend  and  solace  onl  A  6,  n°ISy  hm-booth  of  life.  But  Lament 

maidens:  to them sh^eJ.T  W  ^  «  -d  to 
pain  and  delicate  veils  of  suffering  InthAV  11^  Tv™’  pCarIS  °f 
youth  who  has  died  young  questions  a  f  V*  ^  °f  Pam  °ne  SUch 
and  answering  she  telir^  r  ,  611^  311  anaent  of  da7^ 

ever  been:  m  W  mighty  the  race  of  Lament  has 

1  Lei^te  Gedichte  und  Fragmentariscbes. 
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Inrlsk  Itf/ef  />)//  kick  kurch  die  meife  Umdschaft  dev  Kiagen, 

'geigt  ihm  die  Saulen  der  Temp  el  oder  die  Trimmer 
jener  Burge ny  von  iro  Kiage-Tiirsten  das  Land 
e ins  tens  ireise  bekerrsckt .  Zeigt  ihm  die  hohen 
Trdnenhdume  mid  Felder  blfihender  Webwui, 

(Lebendtge  kemen  sie  nur  ah  sarftes  Blathrerk) : 
cpigt  ihm  die  Tiere  der  Trailer ,  neidend,  -  mid  march  mai 
scbreckf  eh:  I  ogel  mid  peht,  pack  ihmen  fi legend  durchs  Litfsckaun, 
a  eh /mi  das  ji/irg  f u c he  Bit  a  semes  1  ereinsa mien  Schreis. 

(The  extract  is  sufficient  to  provide  hostile  critics  with  a  crv  that 
this  is  ^ an  anaemic  allegory  of  the  medieval  sort;  nor  will  such  a 
cndc  oe  impressed  by  tne  picture  ot  the  ominous  bird  flying 
through  the  spectator’s  upturned  vision  and  writing  the  image  of 
its  lonely  wail  -  really  a  fair  example  of  Rilke’s  characteristic  way 
ot  seeing  his  images  complete  as  pictures  or  sculpture.)  This  age- 
oid  Klage  points  to  the  monument  that,  like  the  sphinx  by  the 
Nile,  has  a  human  face  whose  ripe  rounding  is  marked  in  the  dead 
boy’s  hearing  as  he  gazes  by  the  slow  flitting  of  an  owl  past  its 
cheek.  (Again  a  picture  which  .might  be  cryptic  if  we  did  not  know 
from  Rilke  s  correspondence  that  it  is  a  reminiscence  of  his  Egyp¬ 
tian  travel.)  Thence  she  leads  him  to  the  moonlit  gorge  whence 
flows  the  river  of  joy  into  the  land  of  men. 

It  would  be  idle  to  claim  that  there  is  variety  of  theme  or  specu¬ 
lation  m  the  Duino  Elegies,  or  indeed  -  since  in  these  Elegies  the 
ideas  which  have  haunted  Rilke  from  Ills  earlier  years  shape  them¬ 
selves  as  a  finished  flower  round  his  central  conception  of  the 
divine  -  in  his  work  as  a  whole.  Irreverent  medical  men  have 
written  tractates  to  prove  that  the  poet  was  a  sufferer  from  ob¬ 
sessional  mania.  But  even  if  this  is  admitted  it  might  be  shown 
that  there  ft  escape  from  the  obsession  of  Death  (to  Rilke  the 
goal  to  wrhich  childhood,  poverty,  and  love  converge)  in  the  praise 
of  life  because  of  -  not  in  spite  of  -  the  suffering  it  brings.  At  a 
cursory  glance,  too,  it  might  seem  that  the  Elegies  show-  an  escape 
from  the  obsession  of  God.  Actually  even  in  Das  Stmdenbucb  God 
fades  into  the  background  after  The  Book  of  Monkish  Life:  God  is 
then  the  Messiah  who  is  to  be  born  of  perfected  man.1  In  the  Elegies 
God  is  mentioned  only  once  -  and  casually  -  in  the  1st  Elegy, 
w-hich  was  written  in  1912.  Rilke  in  one  of  his  letters  explained 

1  yf  To ramende  .  .  der  von  Ewigkeit  her  bevorstebt ,  der  Zukimftige ,  die  endliche 
ruc  j  ernes  Bournes,  dessen  Blatter  mr  sindi  —  Brief e  an  einen  jtmgen  Dichter,  p,  34. 
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this  ‘discretion’  in  his  use  of  the  name  of  God.  He  had  used  it  he 
says,  when  Russia  revealed  to  him  the  darkness  and  the  brotherh 
ness  of  God.  In  the  Russian  ecstasy  the  ‘properties’  of  God  had 
rushed  into  a  multitude  of  images:  now  there  is  no  image  which 
will  speak  Him:  God  rises  from  the  breathing  heart  and  covers 
the  skies  and  falls  down  as  rain.  Christianity  has  familiarized  us 
with  God;  but  as  Christianity  fades  what  looms  in  our  conscious 
ness  is  the  primitive  God  (der  uralte  Gotf)  of  the  Old  Testament 
the  Duma  Elegies  mark  a  progression  from  spiritual  fear  to 

rr:d  apP,eaSement  the  Sonette  an  Orpheus  (1922),  which  have 
the  baffling  obscurity  of  the  Elegies  but  not  always  thdr  flight  from 

musicakty,  show  this  appeasement  transfigured.  There  if  at  least 
the  illusion  of  a  new  theme:  the  reduction  of  all  existence  to  the 
plain  principle  of  rhythm:  all  that  is  -  the  face  of  the  earth  with 
mountains  and  valleys,  man  and  woman  with  the  phases  of  sex 
rise  and  fall  of  all  movement,  arsis  and  thesis,  Uebmgund  Senkum 
thrust  and  recoil,  joy  and  sorrow  -  all  that  is,  physicallnd  spiritual’ 

f emation  of  these  mathem^ 
death  themselves  form  a  dual  realm  (Doppel- 

the  lat  a  iXi  M  Si  0WlngA'0°ded  ^  md  its  reflection  in 
®  ,  ak,e(Il IX)-  Mus  c  then,  or  rhythm,  is  the  secret  of  existence- 

Will  Thed  mUS1C,and  rhTthm  18  the  Musician  or  Poet  -  the  Divine 
Will.  The  general  sense  is  tangible  in  the  18th  sonnet  of  Parf  ll 

ustdlTa' lxmho\lTng  •  ^  Ve/gehens  in  Gan&  •  •  •  The  dancer  is 

n/e  at  Duin°  bp  Ws  association 
hitherto  he  had  shunn^T  7°“  Hattingberg-Riechling; 

Beethoven  dawned  uponXfflT^  the  §reatness  of 

however  -  and  even  k  T  ,  f-part  from  the  Sonnets  to  Orpheus, 

symbffl  proteLTmanfn  Ration  of  musk  as  a 

whose  verbal  music  is  c  nJUSlc  Bilke  is  yet  another  poet 

The  reft  of  ’  SUperb  and  is  dead  to  music. 

Das  Marienleben  (191 3) Takes  ite  titk  aS  k  is’  is  subsidiary. 

pictures  which  represent  tV,  Vf  fr°m  tkose  medieval  series  of 
repreSeM  the  kfe  of  the  Virgin.  Joseph’s  question- 
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ing  of  the  Virgin’s  virginity  is  more  or  less  in  consonance  with 
the  comic  role  Joseph  plays  in  Germanic  folksongs.  LeMe  Gedichte 
und  Fragmentarisches  (Vol.  Ill  of  Collected  Works, "1 9  z7)  are  for  the 
most  part  complementary  to  the  Duim  Elegies.  Rilke’s  translations 
(Vol.  VI  of  Collected  Works)  are  mostly  interesting  for  the  light 
they  throw  on  the  bent  of  the  poet’s  mind  and  for  help  in  the 
interpretation  of  his  themes:  thus  his  versions  of  Elizabeth  Barrett 
Browning’s  Sonnets  from jhe  Portuguese  (1919);  Portugiesische  Briefe 
(I9I3)>  his  translation  of  the  letters  of  the  Portuguese  nun  Mari¬ 
anna  Alcotorado  ;  and  his  Die  vierundegrairfig  Somite  derLouige  Labe 
Ljonesenn  (1918)  elucidate  his  conception  oi  the  selfless  nature  of 
true  iove.  These  translations  were  made  at  Capri  in  1907;  Rilke 
was  helped  by  his  hostess  and  by  Dora  Heidrich,  who’ was  by 
birth  an  Englishwoman.  The  Portugiesische  Briefe  were  made  from 
the  French  translation.  Rilke’s  translations  at  Muzot  of  certain  of 
Paul  Valery’s  poems  and  his  own  French  poetry  (Poemes francais, 
Paris,  1935)  represent  his  last  phase. 

There  is  no  need  to  distil  Rilke’s  poetic  creed,  for  he  states  it  in 
hts  Briefe  an  einenjungen  DichteP  (1929)  and  above  all  in  a  famous 
passage  of  Malts  \ 


yiciy  mil  l"  ersen  ist  so  ivemg  getan^  wenn  man  sie  fruh  schreibi. 
Man  sollte  warten  damit  und  Sinn  und  Sussigkeit  sammeln  ein  gang's 
Leben  lang,  und  ein  langes  womoglich ,  tmd  dann,  gan%  % um  Schluss, 
vtelleicht  konnte  man  dann  -gehn  Zeilen  schreiben,  "die  gut  sind.  Denn 
Verse  sind  nicht,  wie  die  Leute  meinen,  Gefuhle  (die  hat  man  fruh  genug) 
-  es  sind  Erf ahrungen.  Um  eines  Verses  willen  muss  man  viele  "stadfe 
sehen,  Menschen  und  Dinged  (Take  with  this  his  poems  which  have 
Heimatlosigkeit  for  theme,  above  all  Der  Fremded)  ‘Und  es  genugt 
atich  nicht ,  we  read  further,  'dass  man  Erinnerungen  hat.  Man  muss 
sie  vergessen  konnen ,  wenn  es  viele  sind,  und  man  muss  die  grosse  Geduld 
haben,  gu warten,  bis  sie  mederkommen.’  (‘Emotion  remembered  in 
tranquillity’!)  ‘ Denn  die  Erinnerungen  sind  es  noch  nicht.  Erst  wenn 
sie  Blut  werden  in  uns,  Blick  rnd  Gebdrde,  namenlos  und  nicht  mehr  gu 
unterscheiden  von  uns  selbst,  erst  dam  kann  es  geschehen,  dass  in  einer 
sehrseltenen  Stunde  das  erste  Wort  eines  Verses  aufsteht  in  ihrer  Mitte 
und  aus  ihnen  ausgehtd 


The  young  poet  was  Franz  Xaver  Kappus  (1883-  ),  who  made  a  repu¬ 
tation  later  by  his  sensational  novel  of  the  post-War  period.  Die  kbenden 
I  tergehn  (1918).  2  Neue  Ge£ch 
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InBriefeaneinenjungen  Dicker  Rilke  insists  on  loneliness  a 
sary-  condition  of  poetic  production,  and  this  loneliness  he  r 
with  distance  {Weite)  from  those  who  are  near  whS?  h  °Uples 
the  true  poet  must  relentlessly  alienate  himself  ^ 

relatives.  This  is  the  utter  isolation  to  which  he  «  h  and 

after  his  Worpswede  days;  elsewhere  he  refers  to  hSoSsT"^ 
keitsfanatismus.  ‘  Was  not  tut\  he  urges  his  young  poet  Z' 

fases:Ewamhit,  grosse  innere  Einsamkeit.  In-sicl-Gehen  undt 7 
lung  memandembegegnen,  -  das  muss  man  erreichen  konnen  EinT 

vetflochten,  dje  rmchtig  und gross  schienen,  mil  die  Grosfn  sToe^lT 
aussahen  und  wed  man  von  ihrem  Tun  nichts  begriffd  This  Velf,tg 
is  of  course  much  more  determined  than  the  c  V1ermn^hch^g 

discusses  the  grievous  burden  of  «e  1  *  1118  7°ung  poet  he 

sexual  pleasure  {die  korterliche  Wo/lusf)  Z  neveftheIess  describes 
fahrung,  die  uns geoeben  wird  pm  W  S  ,me  &rosse  unendliche  Er- 

GU^alh  WuSZZt  T  ~  l,r  m,t-  *>  »  *r 

tinui :  9T'a’-  ^  hC 

eines  l Vesens  mit  ihm\nd  lur  lf  f  °n  dmPhJsischen  her,  ist 
Wiederholung  hiblicher  Wollusf  See  p  T*™’  ent^cktere  und  ewigere 

ft-d. 

a  painter  or  sculptor  and  Wf^mPfessi°ns.  He  r^like 

teristic  poetry  ^  effect  of  ^  most  charac- 

®agic  of  rhyLn,  thougfin  Zie  "  groupinS  than  “ 

of  his  technique  ^eZroZZ  ^uipass^.  If  the  devices 
Stefan  George  -  vowe!  harmonZrn  °Uld  colncide  with  those  of 
rhymes.  There  is  similarity  tncJ’  a  !f efatlon’  assonance,  interior 
theme  of  a  poem  gradatim-  them?  ^  b°th  P°ets  reveal  the 

ur  m  spite  of  such  external 
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correspondences  of  technique  Rilke  is  far  removed  from  Stefan 
George  m  the  essential  qualities  of  his  poetrv,  above  all  in  the 
tempo  and  the  inner  rhythm  of  his  verse.  Thus,  while  George  has 
the  monotonous  regularity  and  (except  when  whipped  by  indig¬ 
nation)  Ae  majestic  tread  of  the  great  classics,  Rilke  strikes  metrical 
magic  from  a  complicated  irregularity:  he  fits  the  rhvthm  of  emo¬ 
tion  or  the  shocks  in  the  sense  to  truncated  or  elongated  lines,  or 
marks  the  flow  of  feeling  by  sudden  changes  of  metre  ( Takmechsel ). 
He  is  unsurpassed  in  the  intricate  unsung  of  sentences  and  in  the 
folding  or  er  of  verse  iir.es  to  give  snake-like  suppleness  to  the 
pattern  or  the  stamper  poem.  He  is  capable  of  such  tours  deforce 
as  toe  building  up  of  a  longistt  poem  of  one  sentence  (Der  Apfel- 
Aften,Ko»!:sche  F onfSt:e).  His  rhymecrart  is  marvellous;  and  here 
his  skill  does  not  lie  so  much  in  the  rareness  of  the  rhyme  (e.g. 
d\atie  -  Skarabde;  mude  -  Etude)  as  in  his  juggling  with  unstressed 
vocables  (wie  -  die ■  tmd  -  Muni),  bv  which  he  mav  depress  one 
rhyme  and  lift  the  other  into  high  relief.  Where  foreign  words  fit 
the  mood  of  the  poem  he  heightens  this  mood  bv  using  them 
ingeniously  as  rhymes  (e.g.  Die  Parke  f  Not  infrequentlv  the  pith 
of  the  poem  rings  resonantly  or  echoes  sadly  in  a  last  carefully 
spared  rhyme.  His  vowel-colouring  is  as  rich  and  sensuous  as  he 
hints  it  to  be  In  Pershsches  He  Ho  ir op2: 

Denn  sie/j:  wte  silsse  IP"  orte  nachfs  in  Sateen 
b  els  am  mens  t ebn  gan%  dicht ,  durch  nichts  getrennt ,  ' 
aus  der  Vokale  ivachem  Violett 
hinduftend  durch  das  stille  Himmelbetf, 

His  handling  of  words  Is  just  as  masterly  and  ranges  from  appar¬ 
ent  simplicity  of  diction  (Die  Erhlindende- 1 :  Die  Uebende2)  to  daring 
neologisms  and  scientific  or  erudite  terms,  which"  surprise  and  yet 
seem  Inevitable  in  the  place  accorded  them;  Like  Stefan"  George 
he  ma;  venture  Into  medieval  German  (with  a  quaint  charm  as  In 
Die  heiligen  dm  Konige  ~  '  Magenkraf?  \)  or  use 'dialect  forms  -  e.g, 
gee!  ( M.H.G.  gel)  fo tgelb?  He  forms  arbitrary  plurals  to  create  the 
Impression  he  desires :  S mar  agio,  mid  Bjtbinien4  for  an  Oriental  effect; 
or  he  may  vary  his  plural  —  thus  quite  close  as  the  pages  turn  we 

1  Neue  Gedichte ,  II,  ...  2  y 

3  Scbwar^e  Kat^e,  Neue  Gedichte ,  II. 

4  Die  heiligen  dm  Konige  in  Das  Bud  der  Br/der. 
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fmdMnnde  and  Munde  as  the  plural  ofMund  His  low  of  l 
-f adjective  or  verb  he  caught,  probaS,  froi°T  f  Ve 

angstwarm  kinderkiihl,  waldeigen,  marchenaUeln  b/ZJrM?^ 
gewesene.  Typical  of  his  early  work  is  the  use  ),PTi 
participles  to  indicate  hidden  movement  or  V °f  present 
Nacht  weekender  Regen,  bleichendes  B/ubn  zmd^EAh 
New  Poems  his  substantivation  of  past  partfoinle  Eeben-  In  the 

nerism:  die  Aufgetane,  der  mit  Umrls  AngetaSn^CTr° 
omission  of  the  antecedent  pronoun-  UndanrbJ^T  GeorSe’s 
far  dtch  ein.  He  skilfully  substitutes'  wer  for  'if*  kfen\sammln 
trgendwo :  Alle  Madeben  erwarten  wen  I  wenn  dl V-  ^  m  for 

veileine-Kirchewo  imOstensteht.  His  iyntactiaf  trSfsf 

^tstandrubig  geordnete  Regel  like  Zl llZLfdL^  ^ 

The  Viennese  poet  Richard  von  schaukat 
begin  with,  in  the  line  of  Stefan  r  ^  (1874-1942)  is,  to 

rhythm  or  diction  and  his  meanino- ^  n°  finesses  of 
does  adopt  George’s  pose  of  ho  lnt^ntIon  are  cIeaV  but  he 
day.  He  sketches  Ws^vm pa^onaHtvand  ^  ^  ^  «s 
ically  shaped  disquisitional  ‘novel’  J  h  5  m  1115  aPhonst- 

Andreas  von  Baltbesser  eines  Dandvc  Memungen  des  Herrn 

the  mellow  culture  ofTZsf^Sj^  ? ^  recalls 
(1906),  hallows  style  in  another  ^  ^  nostaIgic  Grossmutter 
Kreisier  (1906),  and  supplements  th  agmatP  Portrafo  Kapellmeister 
in  the  witty  th;Se  c°nPessions  of  artistic  faith 

in  the  essays  of  Vom  GescbmackhaZZ^  Gtor&™  (w),  and 
the  finely  phrased  style  of  his  ell  ’  TtUS  CU  t  of  cuIture  marks 
Schlemible  (1907)  Die  Marrhp  stotles:  Kros-Tbanatos  (ia06) 

r":  ““  M1“  »  the  N„  “  ,tIe  °f  Ws 

Parnassian  precision  in  his  'maim?  t,  is  ds  lmPressi°nism  with 
which  (collected  in  B^;  the  best  of 
ter  Te *4  1909)  are  transpositiom^^f*  Gedichte  ^weiter  erweiter- 
dehghtfully  ^ked  ZZU  1°^  0r  P^res  or 

nassian  way,  characterize  at  a  vlem  P°rtrait:s  which,  in  the  Par- 
Portrat  eines  spaniseben  T  Z  *  Period  or  a  dass  ( Empire , 

^W).  A  good  eLnnle  f T  ^ '  '  '  **  dk  Duchesse  de  .  , . , 
g  od  example  is  Portrat  des  Marquis  de  : 
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Halte  mir  einer  von  each  I  .ajjen  mein  Pferd, 
hole  mir  einer  von  euch  Lumpen  mein  Schwert: 
ich  liess  e s  bei  einer  Dame  liegen. 

Lass  einer  von  euch  Sc  bur  ken  einen  Falken  fliegen : 
ich  will  inm  nachsehn  und  mich  ins  Blau  verlieren. 

Store  mich  keiner  von  euch  Tieren ! 

Another  Austrian  poet,  franz  karl  ginzkey  (1871-  )  weaves 
his  symbolism  into  folksong  style  (Das  heimliche  Lauten,  1906; 
Befmte  Stunde,  1916);  his  novels  (Jacobus  und  die  Frauen ,  1008, 
has  autobiographical  elements)  have  the  soft  sadness  of  the  blue 
Danube.  Of  the  Prague  group  of  poets  friedrich  adler  (1857- 
1193  8;  Gedichte ,  1898;  Neue  Gedichte,  1899)  adapted  Spanish  dramas 
while  HUGO  SALL-S  (1866-1929)  in  Ehefriihling  (1899)  lyricized  the 
intimities  of  wedlock,  proved  his  mastery  of  form  in  a  succession 
of  verse  volumes  (Ausgewahlte  Gedichte,  1901)  and  dreamed  a  lyric 
formlessness  into  JSovelkn  des  Lyrikefs  (1905). 
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Krtutenkunst  is  of  the  Rhineland  and  the  French  border- 
f\  George  s  esoteric  art  centres  in  the  Rhine  province  Darm  ‘ 
V.stadt3  Frankfurt-am-Main.  And  yet  the  ^ctotSrfZ' 
bolism  were  won,  as  far  as  the  world  at  large  is  concerned  not 
along  the  Rhme,  but  in  Vienna.  Not  for  the  first  time  in  the  history 
f  German  literature,  Austria  now  leads:  in  criticism  (Herman^ 
ahr),  m  aphorism  (Peter  Altenberg),  in  the  lyric  (Schaukal  Rilke) 

Vieira  $DaubIeur)’  but  aWe  aI1  in  the  drama.  Voluptuous 
Vienna,  between  the  nations,  takes  into  its  literature  moods  from 

all  its  neighbours  and  becomes  international,  the  more  easily  as 
tts  greatest  writers  are  Jews  or  half-Jews  who  have  the  typical 
h  Aerit  ntabtJ  ^oft  and  cyrical  and  half-despairing  -  Vienna 

wotaiiL!  Kit  ,their  limitless  ““pd,it7- 


Ich  Hebe  die  hektischen,  schlanhen 
Nar^issen  mit  blutrotem  Mund; 
ich  liebe  die  Qualengedanken, 
die  Herzen,  ^erstochen  undwund. 


Ich  liehe  die  Fahlen  undBleichen , 
die  Frauen  mit  miidem  Gesicht,  ’ 
ms  welchen  in  flammenden  Zeichen 
ver^ebrende  Sinnenglut  spricht. 

Ich  liebe .  die  schilkrnden  Schlangen, 
so  schmiegsam  und  biegsam  und  kkl; 
210 
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ich  Hebe  die  klagenden a  bangen , 

^  voll  Todesgefuhl .  .  . 


This  neurotic  brand  of  verse  is  of  course  not  confined  to  Vienna 
but  it  is  such  morbidity  which  is  the  base  of  very  great  Viennese 
poets;  in  their  work,  however  -  because  they  are  great  poets  and 
personally  decent  -  the  dissection  of  diseased  feelings  and  experi¬ 
ences  is  transmuted  to  literature  of  the  first  quality. 

The  relation  of  this  literary  morbidity  to  the  Georgean  school 
might  be  an  interesting  problem.  One  aspect  is  clear:  while  the 
Rhenish  Georgeans  are  masculine  the  Viennese  neo-romantics  are 
feminine  (even  Schnitzler  has  this  soft  womanish  passivity,  and 
Hofmannsthal  and  Beer-Hofmann  have  the  illusion  of  manliness 
only  when  they  take  into  themselves  the  male  spirit  of  Greek  or 
Elizabethan  poets).  In  any  case  the  two  schools  yawn  apart,  in 
spite  of  coincidences  of  verse  technique,  in  their  attitude  to  the 
reading  public:  only  poets  are  expected  to  read  George,  but  the 
vert-  morbidity  -  often  sensational  -  of  Hofmannsthal’ and  the 
Viennese  group  make  them  interesting  to  the  many.  Moreover 
to  the  general  reader,  they  have  the  philosophical  obviousness  of 
Maeterlinck,  from  whom  they  take  so  much.  Two  poets  in  par¬ 
ticular  who,  to  begin  with,  were  attached  to  George  broke  loose 
and  alienated  the  Master  because  they  wrote  plavs  and  stories 
and  became  best-sellers,  Hofmannsthal  and  Max  Dauthendey  the 

Gemm0t  *  VlennCSe  but’  aS  a  native  of  Wiirzburg,  a  South 

HUGO  VON  HOFMANNSTHAL  (1874-1929),  of  Jewish  and  Italian 
descent,  returned  to  the  Catholic  Church  in  his  maturity,  and  died 
shortly  after  the  suicide  of  his  son.  He  might  be  effortlessly  charac¬ 
terized  by  a  mere  enumeration  of  the  pet  terms  of  appreciative  or 
epreciative  critics:  (Jberreife;  fruhreife  Mudigkeii;  schwermutvolle, 
hdturgesattigte  Mudigkeit;  gedampfte  Angst;  nervenparte  Weltangst; 
smtsches  Gmsentum  ;  smile  Jugend;  raffinierte  Sehnsmbt;  ein parasitisches 
Edelgervachs  ;  Verschmekptng  von  Rokoko  md  Renaissance;  Traum- 
Mjstipismus;  ‘ ein  Traum,  der  sich  selbst  be^mifel?  (a  famous  term 
apple d  .0  Hebbel).  The  sunning  up  TW  Rofflei  S” 
good  as  any:  ‘sie’  (seine  Kunst)  \ hatjene  blasse  md auf  die  Dauer  ent- 
nervende  Zartheit,  welche  kJmgt  wie  das  abgedampfte  Spiel  einer  Geige 
Jem  rndfern ,  narkotisch  suss  und  unendlich  miide ’.  But  the  most  telline 
description  of  Hofmannsthal’s  nature  and  that  of  the  Viennese 
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neo-romantics  is  that  which  he  himself  weaves  into  his  prologue 
to  Schmtzler  s  Anafol :  F  §ue 

Also  spielen  wir  Theater , 

Spielen  unsre  eignen  Stucke , 

Fruhgereift  und  ^art  und  traurig, > 

.D/i?  Komodie  unsrer  See/e, 

Unsres  Fuhlens  heut  und  gestern, 

Boser  Dinge  hubsche  For  ml , 

Glatte  Worte 5  bunte  Blldery 
Halbes ,  heimliches  Empfinden , 

Agonieen ,  Episoden .  .  .  . 

iJhkSrjfe?f  Vir^eSe  P°etS’  GriI1Parzer>  also  had 

his  Abscbud  von  Wien  stressed  the  Halbheit  of  Viennese  ooets 

enervated  by  the  ‘summer  breath’  of  that  ‘ Capua  der  Geister’  P‘Mnn 
Tl'nlTF  flh  T1 6tWa  ^  1  ^  HaJb-Gedacbte' 

Manlebtm  balber  Poesie,  |  Gefdhrlkh  fur  die  ganve  .  ’) 

What  the  spirit  of  poetry  should  be  Hofmannsthal  defines  in  his 
Gafcto;  W  AhnungdesBluhens,  ein  Schauder  desVer 

The  craftsmanship  is  masterly  the  blnl  make, sIender  volum“. 
toned  dignity  the  SmnTA? '  1  W  J  V£rSe  has  a  gentle>  W- 

aboveall  theintelcfnTll  eCS,S  7  gMe  and  gUttef>  ^ 

tion  or  deSE?  T ’t*0*  ^  a  Web  of  ^s- 

Ballade  des  dusseren  Lebenst  ^  ^  ^  a  ma^estlc  final  Iine.  As  in 

Und  Kinder  wachsen  auf  mit  tiefen  Asian 

UndZ  IT  Ten’  VMhsen  a«f  st'erben, 

Und  die  Menschen  gehen  ihrer  Wege. 

nliTn  Wrden  aus  den  hrben 
Und  fallen  nachts  vie  tote  Vogel  nieder 

Und  hegen  venig  Tage  und  verderben. 
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Und  immer  weht  der  'Wind,  und  immer  wieder 
Verne. h. men  wir  und  re  den  viele  Worte 
Und  spiiren  Lust  und  Mudigkeit  der  G/ieder . 

L  nd  S trass e n  laufen  durch  das  Gras,  und  Orte 
Sind  da  und  dori,  roll  Fackeln ,  Bdumen ,  Teicben, 
hnd  drohende,  und  totenbaft  verdorrte  .  .  . 

Wo^ii  sind  diese  aufgebaut  und  gleichen 
Emander  me?  und  sind  um^ahlig  viele? 

Was  wechselt  Lachen,  Weinen  und  FLrbleichen  ? 

Was  frommt  das  alies  uns  und  diese  Spiele, 

Die  wir  doch  gross  und  ewig  einsam  sind 
Und  wandernd  nimmer  suchen  irgend  Ziele? 

Was  fro  mm  f  s,  dergleichen  vie  l  gesehen  haben? 

Und  dennoch  sagt  der  vie l,  der  e Abend 9  sagt. 

Lin  Wort,  damns  Tiefsinn  und  Trauer  rinnt 

Wie  schwerer  Honig  aus  den  hohlen  Waben. 

The  Tentfnen  fiber  V  ergdnglichkeit  adumbrate  one  of  Hofmannsthal’s 
obsessions  -  the  unity  and  continuity  of  creation;  the  idea:  I  am 
my  ancestors  0  .  .  .  dass  icb  aucb  vor  hundert  Jabren  war  |  Und  mine 

Abnen,  die  tm  Totenhemd,  j  Mit  mir  verivandt  sind  wie  mein  eignes  Haar  I 

.  ^  m*  mir  ah  wk  mein  Hoar9).  This  conception  of  con¬ 
tinuity,  of  course,  implies  that  I  am  the  future  as  well  as  the  past: 
I  am  my  descendants '  too,  an  idea  stressed  particularly  in  the 
Maeterlmckian  story  Die  Frau  obne  Scbatten.  The  third  Tenrine  has 
the  lovely  image  of  children  under  cherry-trees,  gazing  upward  in 
the  light  of  the  full  moon: 

Wir  sind  aus  solchem  Zeug,  wie  das  %u  Trdumen, 

Und  Trdume  schlagen  so  die  Augen  auf 
Wie  kleine  Kinder  unter  Kirschenbdumen, 

Aus  deren  Krone  den  blassgoldnen  Lauf 
Der  Vollmond  anheht  durch  die  grosse  Nacht 

Die  Baden  is  just  an  outlined  situation:  the  rider  with  his  firm  hand 
takes  the  brimmed  goblet  from  the  light-foot  maid  by  the  fiery 
charger  he  stays  with  a  negligent  gesture:  but  as  hand  moves  to 
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hand  the  goblet  is  heavy,  and  dark  wine  rolls  on  the  earth.  Hof 
mannsthal’s  mournful  imaging  of  death  begins  in  Erkbnis  -  death 
is  music:  ‘Gewaltig  sehnend ',  suss  und  dunkelglilhend,  |  Verwandt  der 
tiejsten  Schwermutl  In  Verse  auj  ein  kleines  Kind,  and  elsewhere  in 
the  poet’s  work,  there  is  a  mystic  idealization  of  children  which 
does  not  derive  from  Victor  Hugo  (on  whom  Hofmannsthal  wrote 
his  doctor  s  thesis)  but  from  Maeterlinck  («/’ enfant  qui  se  tait  est 
mille  fois  plus  sage  que  Marc-Aurele  qui  park ’),  and  is  indeed  one  of 
the  tenets  of  his  creed;  in  his  essay  on  Peter  Altenberg  he  savs 
that  the  neo-romantic  poets  are  all  striving  to  be  children  again 
und  es  is/  auch  memand  vornehmer,  niemand  anmutiger  als  die,  die  nocb 
kem  Gedacbtms  baben,  und gan^  von  der  Wahrbeit  bewegt  werden\  This 
more  or  less  agrees  with  Rilke’s  wish  that  the  man  might  be  the 
child ;  but  of  course  the  idea  has  a  long  Neo-Platonic  pedigree 
The  idea  that  life  is  a  dream  is  more  than  any  other  neo-romantic 
conception  Viennese:  Grillparzer  had  transposed  Calderon’s  La 
mdaessueno  zndSchmtzLt  weaves  the  fancy  through  the  mass  of 
Ns  work. ,For  the  poems  grouped  as  Gestalten  the  influence  of 
Browning  s  dramatic  monologues  has  been  claimed;  but,  though 
Ho  mannsthal  studied  Browning,  it  is  hard  to  find  simikrities  in 
hese  lissom  musrngs;  indeed,  only  three  of  the  poems  are  mono¬ 
logues,  and  these  are  hardly  dramatic.  Idylk,  included  in  the  Poems 
is  reaUy  the  first  of  Hofmannsthal’s  ‘revenge  dramas’.  It  was  prob¬ 
and  tW  7  P,iCtUrC  DerKe^in  der  Dorfscliede, 

Si r  8f K  ^ ' Wlth  the  P°em  einer  Totenfeierfiir  Arnold 
Bockhn  and  with  Der  Tod  des  Titian,  which,  begun  in' W  was 

completed  when  Bocklin  died  in  1901.  A  centaur  comes  to  a^mithy 
madeP  to^whid^1^  tn™eters  the  Plctures  on  the  urns  he  had 

forward;  but  Idvlle  is  0fyJ~  a  f  ?e  r™ge  theme  points 

fleeting  pictured  the^idvll’  a**  drama  because  of  its  vivid 
g  pictures,  the  idyll  dreams  a  story  into  the  scene  on  a 
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Grecian  urn  -  centaur  with  wounded  woman  by  a  river’s  rim; 
and  it  would  be  interesting  to  compare  Hofmannsthal’s  .highly 
coloured  Greek  vignettes  in  this  poem  with  those  of  Stefan  George 
In  Das  Buck  der  Hirfen-  und  Preisgedichte :  while  George  reads  into 
his  translucent  moment  of  Greek  life  the  spirit  of  the  period 
Hofmannsthal  sensuously  gives  merely  plastic  picture  and  erotic 
undertone : 

Er  scbuj],  gestreckt  auj  konigliche  Ridbebank , 

Der  Phadra  wunderrolkn  Leib}  von  Sehnsucht  matty 

Und  druber  fiatternd  Eros ,  der  mit  susser  Otial  die  Glieder  fulit .  .  . 

or  the  vivid  play  of  colours :  ‘Eben  stur^t  sick  der  Centaur  in  das  auf- 
rauschende  Wasser  des  F/usses .  Sein  bron^ener  Oherkorper  und  die  Gestalt 
der  Frau  ^eichnen  sick  scharj auf  der  ahendlich  vergoldeten  Wasserflache  ab. 9 

The  lyric  dramas  proper  begin  with  Gestern  (1892),  written  when 
the  poet  was  a  boy  of  eighteen.  It  is  a  playlet  of  one  act,  in  rhymed 
verse;  the  scene  is  Italy  in  Renaissance  days.  The  hero  Andrea, 
the  first  of  Hofmannsthars  typically  decadent  heroes,  is  a  sick 
artist  whose  life  has  been  an  eternal  quest  of  new  thrills  and  sen¬ 
sations  that  might  enhance  his  own  sensitive  personality.  He  shuns 
the  shallow  levels  of  livid  morality  and  finds  infinite  variety  in 
perversion  (‘Eintmig  1st  das  Gate,  schal  und  bkuhy  !  Allein  die  Sunde 
ist  unendlich  reich9) ;  and  even  when  his  delicate  nerves  are  jaded  to 
exhaustion  it  is  not  in  repentance  that  he  turns  ascetic  and  flagel¬ 
lant,  but  still  in  search  of  a  sadistic  new  thrill  -  cEs gibt  nock  Sturmey 
die  micb  nie  durchbebty  [  Nocb  Ungefuhltes  kann  das  Eeben  schenken\ 
Such  a  life,  he  feels,  is  sterile;  and  yet  he  refuses  to  recognize 
"yesterday’  -  except  as  the  "cold  ashes’  of  sensation.  What  at  last 
forces  him  to  a  realization  of  the  truth  -  the  supreme  sensation  of 
his  life  -  is  the  faithlessness  of  Arlette.  Der  Tod  des  Titian  (1892) 
presents  quite  another  sort  of  hero:  Titian,  strong-willed  and 
toiling  with  indomitable  energy  to  the  moment  of  his  death.  Two 
only  of  Hofmannsthal’s  characters  dominate  life  by  sheer  strength 
of  will:  Titian  and  the  grandmother  in  Der  weisse  F ocher, ,  while 
the  Baron  ( =  Casanova)  in  Der  Abenteurer  und  die  Sangerin  is  un¬ 
bowed  by  life  because  he  is  too  animal  to  do  more  than  spend 
himself  from  enjoyment  to  enjoyment.  Der  Tod  des  Titian,  a  pane¬ 
gyric  of  beauty  on  the  lips  of  Titian’s  pupils  as  he  dies  painting 
his  last  picture,  is  the  very  manifesto  of  German  symbolism  - 
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Venice,  seen  far  below  the  terrace  where  youth  gathers  in  pictur¬ 
esque  poses,  merged  in  the  deep  night  tints  of  the  Italian  land¬ 
scape,  is  transfigured  to  beauty  by  distance,  though  ugliness  and 
beauty  dwell  there,  and  mad  folks  with  bestial: 

Und  was  die  Feme  weise  dir  verhullt , 

1st  ekelhaft  und  trub  und  schal  erfullt 
Von  Wesen ,  die  die  Schonheit  nicht  erkennen 
Und  ihre  Welt  mit  unsern  Worten  nennen  .  .  . 

Denn  unsre  Wonne  oder  unsre  Fein 
Hat  mit  der  ihren  nur  das  Wort  gemein  .  .  . 

Critics  have  made  too  much  of  the  depiction  of  Titian  as  a  Taten- 
mensch.  Even  this  picture  of  life-force  is  swathed  in  soft  undulating 
rhythms  and  in  a  feminized  mood:  Tizianello,  Titian’s  son,  sobs 
and  weeps  and  sleeps  with  Gianino,  a  lovely  lad  of  sixteen,  as 
girl-like  as  Lisa,  with  the  yellow  rose-bud  in  her  raven  hair,  is 
boy-like.  The  problem  is  one  which  falls  naturally  into  Hofmanns¬ 
thal’s  limited  range:  what  passes  through  the  mind  in  the  hour  of 
death,  the  mysterious  return  of  things  long  merged  in  forgetful¬ 
ness,  and,  it  may  be,  a  last  clearness  of  will  and  purpose  and  a 
poignant  realization  of  lost  chances.  This  is  the  sum  and  substance 
of  Der  Tor  und  der  Tod  (1892).  The  hero,  Claudio,  is  yet  another 
sterile  dilettante;  and  it  is  only  when  death  appears  that  he  realizes 
the  inanity  of  his  sensual  and  selfish  life,  in  which  nobody  was 
anything  to  him  and  he  was  nothing  to  anybody.  He  has  been  one 
of  those  who,  in  Dante’s  words,  seek  cto  make  themselves  perfect 
by  the  worship  of  beauty’;  but  the  aesthete’s  enjoyment  of  life, 
the  lesson  runs,  is  not  life,  and  Claudio  makes  the  terrible  dis¬ 
covery  that  he  has  never  lived;  his  agonized  cry  to  Death,  who 
comes,  not  as  a  skeleton  but  as  a  handsome  fiddler  elegantly  clad, 
is:  Tcb  habe  nicht  gelebtT  It  is  hardly  accidental  that  Claudio  is  a 
namesake  of  the  hero  of  Measure  for  Measure*,  both  are  cnot  pre- 
pared  for  death  .  There  is  no  doubt  that  Her  Tor  und  der  Tod  is  a 
modern  version  of  the  medieval  Dance  of  Death :  the  play  ends 
with  the  shades  of  Claudio’s  mother  and  his  discarded  love  fol¬ 
lowing  Death  as  he  departs  playing  his  violin,  with  a  shape  that 
resembles  Claudio  bringing  up  the  rear.  It  is  perhaps  accidental 
that  Shelley  m  his  preface  to  Alastor  and  Keats  in  The  Fall  of 
jpermn  inculcate  the  same  moral.  Shelley  delivers  stern  judgment 
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on  the  poet’s  self-centred  seclusion  -  such  a  man,  he  says,  is 
morally  dead;  and  Keats  argues  that  the  life  of  the  dreamer  who 
lives  in  a  factitious  world  of  art  is  selfish.  But  self-centred  seclusion 
is  the  very  condition  (according  to  Stefan  George  and  Rilke)  of 
poetry  for  poetry’s  sake!  It  would  be  rash,  however,  to  conclude 
that  Hofmannsthal  is  contradicting  the  Georgean  creed.  What 
interests  him  is  the  mystery  of  the  death  hour  and  the  presentation 
of  the  decadent  type;  and  indeed  nearly  all  his  male  characters  live 
remote  from  the  realities  and  poignancy  of  life  in  a  dream  world 
of  their  own  creating.  Contrasted  with  these  men  of  finely  strung 
nerves  are  Hofmannsthal’s  women  (from  the  smith’s  wife  in  Idylle 
onwards),  whom  the  men  cannot  understand. 

The  plays  which  follow  Der  Tor  und  der  Tod  often  betray,  as 
the  lyrics  do,  the  influence  of  Maeterlinck :  the  characters  are 
marionettes : 

Es  war ’  mir  lieber,  wenn  nicht  Menschen 
Dies  spielen  wurden ,  sondern  grosse  Puppen, 

Von  einem,  defs  versteht,  gelenkt  an  Drdhten. 

Sie  haben  eine  gren^enlose  Anmut 
In  ihren  aufgeldsten  leichfen  Gliedern  — 

Und  mehr  als  Menschen  durfen  sie  der  Lust 
Und  der  Ver^weiflung  sich  hingeben 
Und  bleiben  schon  dabei  .  .  . 

Das  Bergwerk  Falun  (1899)  is  a  dramatization  of  E.  T.  A.  Hoff¬ 
mann’s  tale;  the  hero  feels  lonely  in  the  company  of  men;  alone 
he  feels  the  companionship  of  spirits.  The  theme  is  that  sojourn 
on  earth  should  be  a  preparation  for  the  spirit  world.  The  ascetic 
hero  of  Der  Kaiser  und  die  Hexe  (1897)  sets  himself  the  task  of 
liberating  himself  from  the  toils  of  a  woman,  who  has  enslaved 
him  for  seven  years,  by  keeping  away  from  her  seven  days  and 
nights ;  she  appears  to  him  in  visions,  as  a  dove,  an  empress,  etc. 
The  grandmother  in  Der  weisse  Fader  (1897)  is,  like  Titian,  an 
exponent  of  the  life-force;  nihil  a  se  alienum  putat\  she  loves  life. 
The  hero  and  heroine  conquer  by  renunciation  -  as  do  Vittoria  in 
Der  Abenteurer  und  die  Sangerin,  the  old  merchant  in  Die  Hoch^eit 
der  Sobeide^  and  the  poet  in  Das  kleine  Wei t theater  (1897),  who, 
cheated  by  life,  finds  in  his  poetry  consolation  and  the  will  to  live. 
Theater  in  Versen  (1899)  collects  the  three  following  recently  pro- 
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duced  one-act  plays.  Die  Frau  im  Fenster ,  a  dramatization  of  d’An- 
nunzio’s  Sogno  d’un  mattino  di primavera,  is  the  prototype  of  a  series 
of ‘revenge  dramas’  which  belong  to  the  most  characteristic  thino-s 
in  the  neo-romantic  movement.  They  definitely  belong  to  the 
Renaissance  fashion;  and  since  the  avenging  husband  is&a  Kraft- 
mensch  Dante’s  story  of  Paolo  and  Francesca  is  in  the  background. 
We  expect  in  these  plays  a  balcony  and  a  rope  ladder;  and  the  lady 
will  unbind  her  hair  or  let  it  hang  down  into  the  high-walled 
garden.  The  lady  with  the  hair  down-hanging  comes  primarily,  one 
assumes,  from  Maeterlinck’s  Pelieas  et  Melisande ;  but  one  remem- 
bers  too  Gottfried  Keller’s  Hadlaub,  Rossetti’s  The  Blessed  Damovel, 
William  Morris’s  Rapun^el.  To  Venice  Hofmannsthal  gravitates1 
again  and  again:  to  him  the  city  on  the  lagoons  is  the  symbol  of 
mystery  and  romance.  In  Der  Abenteurer  und  die  Sdngerin  Baron 
Weidenstamm  (‘from  Amsterdam’)  returns  to  Venice  after  an  ab¬ 
sence  of  seventeen  years.  It  is  clear  from  the  story  that  the  Baron 
is  Casanova;  and  Hofmannsthal  draws  the  most  fascinating  picture 
in  literature  of  this  irresistible  man  of  pleasure.  As  he  sits  in  the 
theatre  he  is  recognized  from  the  stage  by  Vittoria,  a  prima  donna, 
one  t*lose  women  ('like  waves,  like  the  sands  of  the  sea,  the 
notes  of  music’)  he  has  loved  and  left.  She  is  now  married,  and  has 
a  brother ,  Cesarino,  a  lovely  boy,  the  very  image  of  the  Baron 
seventeen  years  before.  The  old  lovers  meet,  and  Casanova  would 
snatch  back  a  faded  memory,  but  for  her  there  can  be  no  question 
of  a  return.  Her  husband  suspects,  and  is  told  that  Cesarino  is  in¬ 
deed  the  Baron’s  son,  but  that  the  sin  is  her  mother’s.  At  the  comer 
of  the  stage  in  a  crowded  company  the  Baron  tells  the  wide-eyed 
boy  of  al  the  magic  of  foreign  lands,  of  gay  festivals  -  of  women 
...  The  lesson  of  the  play  is  that  Vittoria,  though  she  has  been  a 
mere  episode  m  the  Baron’s  life  (he  does  not  even  remember  clearly 
in  which  city  he  loved  her!)  owes  herself,  and  her  art,  and  her  son 
to  him.  Love  has  brought  no  fruition  to  him:  he  has  been  merely 
taurm  mens  in  venerem.  He  is  like  the  composer  who  passes  as  a 
symbol  at  the  background  of  the  action,  dead  in  his  dotage  to  his 
own  divme  music.  And  the  play  ends  with  Vittoria  singing  the 
n7rff?m  Anadne~zs  she  has  never  sung  it  before - Vittoria, 

"°T  211(1  ff at  artist’ is  Hofmannsthal’s  most  beautiful 
realization  of  one  of  his  salient  themes:  that  renunciation  of  life 

oiTself  L* frfection  °f  ^t  which  is  most  precious  in 

■  ie  Hoektfit  der  Sobeide  is  based  on  an  Indian  story.  The 
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scene  is  an  old  town  in  Persia;  the  time  evening  and  night  after 
the  marriage  of  a  rich  old  merchant  to  Sobeide.  She  tells  him,, 
when  left  alone  with  him,  that  she  loves  Ganem,  the  carpet-dealer’s 
son.  She  has  married  the  old  merchant  because  her  father  in  his 
impoverished  state  is  in  debt  to  him.  The  merchant,  a  wise  old 
man,  tells  her  she  is  free  to  go,  wherever  she  wishes.  She  goes  to 
the  house  of  Ganem’s  father,  and  there  finds  that  Ganem  loves  a 
loose  woman,  his  father’s  mistress;  after  witnessing  revolting 
scenes  she  throws  herself  down  from  a  tower  in  her  husband’s 
garden.  Sobeide  has  seen  love  in  its  loathliest  aspects,  and  she 
dies  a  virgin,  to  cleanse  her  body  of  the  contamination.  But  the 
action  is  not  convincing;  for  if  these  filthy  creatures,  who  take  the 
bloom  from  Sobeide’s  virgin  fancies,  are  loathsome,  true  lovers 
are  not.  The  dramatic  effect  of  the  play  is  in  the  shudder  at  the 
spectacle  of  wild  vice.  There  is  in  this  play  -  and  in  this  respect  it 
is  true  to  the  type  of  the  neo-romantic  play  -  something  of  the 
fantastically  evolved  sensationalism  of  the  more  theatrical  Eliza¬ 
bethans  ;  but  the  horrors  are  not,  as  with  the  Elizabethans  as  a  rule 
they  are,  organic :  the  tints  of  rottenness  are  so  to  speak  painted 
on  to  a  flimsy  canvas,  not  woven  into  a  fabric  that  will  bear  the 
critic’s  rending  hands. 

This  livid  sensationalism  is  sicklied  o’er  with  Hofmannsthal’s 
fatigue  of  spirit,  from  which  he  tried  to  escape  by  modernizing  the 
plays  of  vigorous  dramatists  of  old  time.  There  is  some  evidence 
that  these  revivals  of  old  plays  are  influenced  (distantly  perhaps) 
by  the  poet’s  admiration  for  Swinburne’s  Aialania  in  Calydon :  in 
his  essay  on  Swinburne  he  refers  to  its  cmmderbare  Verlebendigung 
des  erstarrten  Mythos*  and  adds :  Cnicht  das  vytr  beberrschten  Klarheif  und 
tam^enden  Gra^ie  emporge^ogene  Griechentum  atmete  darin ,  sondern  das 
orphisch  ursprunglkhe ,  leidenschafilicb  mmvolkfe\  Hofmannsthal’s  recipe 
for  such  modernizations  (cf.  Gerhart  Hauptmann’s  Greek  Plays, 
pp.  41-2)  would  thus  seem  to  be  that  the  poet  should  plunge  back 
beyond  the  (to  him  too  humanized)  classical  Greek  tragedy  or  the 
romanticized  humanity  of  the  Elizabethans  to  reveal  the  ultimate 
springs  of  the  passion,  by  piercing  through  the  cloud  which  hid, 
even  to  the  old  dramatists  with  their  keen  insight  into  psychology, 
what  set  the  action  going.  More  or  less  this  will  mean  that  psy¬ 
chology  yields  to  the  exposure  of  physical  states,  and  that  the 
dramatist  of  today  dissects  complexes  which,  though  apparently 
abnormal,  he  proves  to  be  normal  because  they  show  forth  that 
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primitive  animal  nature  which  the  decency  of  custom  merely 
covers.  What  this  in  practice  amounts  to  is  that  some  strange 
sexual  act  or  frenzy  is  interpreted  as  human;  and  tragedy,  instead 
of  being,  in  the  Aristotelian  sense,  a  purification  of  passion  in  the 
spectator,  is  an  exposure  of  the  roots  of  passion  and  mental  disease 
in  the  protagonist.  Thus  tragedy  is  turned  to  a  discussion  of  sex 
pathology,  the  result  being  that  the  canon  of  ‘tragic  guilt’  fades 
out  of  the  picture,  for  guilt  is  explained  as  the  product  of  intro¬ 
versions  and  repressions.  The  vogue  of  these  pathological  studies 
probably  owes  something  to  the  writings  and  example  of  Arthur 
Schnitzler,  who  as  editor  of  the  Internationale  klinische  Rundschau 
discussed  the  theories  of  Krafft-Ebing,2  Freud,2  and  Lombrosod 
Alkestis  (1894)  was  written  immediately  after  the  essay  on  Swin¬ 
burne.  It  reads  the  poet’s  preoccupation  with  death  and  the  fear 
of  it  into  the  tragedy  of  Euripides.  The  Fates  have  promised 
Admetus  that  he  shall  be  spared  death,  provided  always  that, 
when  the  time  comes,  someone  will  offer  to  pass  to  the  shades  in 
his  place.  The  call  comes ;  and  none  will  make  the  sacrifice  of  life 
except  his  beautiful  young  wife.  His  father,  a  walking  shadow 
clings  to  the  shred  of  life  that  remains  to  him.  The  handling  of  the 
problem  -  why  should  death  take  those  whose  life  is  precious  to 
themselves  and  to  others  -  seems  amateurish  if  compared  at  a 
glance  with  the  rigid  logic  of  the  pre-Renaissance  discussion  of 
the  theme,  Der  Ackermann  ausBohmen:  actually  in  Hofmannsthal’s 
version  the  effect  is  apt  to  be  comical;  for  not  logic  but  pathos  is 

n  aPrP<;aL  In  Ekktra  (T9°4)  there  is  perhaps  more  of 

Oscar  Wildes  Salome  than  of  Sophocles:  the  imitations  are  in- 
deed  as  glaring  as  they  are  in  Vollmoeller’s  Katharina,  Grdfin  von 
At  magnac.  There  were  several  translations  of  Salome,  one  by  Hed- 
wig  Lachmann;  and  as  one  of  Max  Reinhardt’s  gorgeously  pic- 

F°n2  f°?UCtl°T  !t  hdd  the  staSe  for  yeats.4  The  influence  of  the 
15  Sr°^n  m  the  concentration  of  the  interest  on  the 

Orestes  i§Ur^  °fjE  eCtra  ~  She  neyer  leaves  the  stage  -  while 

and  S/ir-dred  t0  ^  min°r  %Ure-  The  theme  of  both  Salome 

Soowt  s^ tbe  sexuaI  repression  of  the  heroine.  In  the  drama  of 
Sophocles  there  is  merely  a  hint  of  such  a  conception:  the  name 

:  \a]?oVna  M»qi<ente,  la  '' PrStuSl ' ^Donna  normal 
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Electra  means  4 the  unmated',  and  she  does  bemoan  her  fate  as  an 
unmated  woman.  To  provide  a  foil  for  the  abnormality  and  sexual 
hysteria  of  Electra  Hofmannsthal  brings  out  the  sane  character  of 
Chrysothemis,  sexually  ripe  and  therefore  stung  with  desire  but 
normally  so:  she  urges  Electra  to  accept  things  as  they  are  so  that 
she  may  mount  the  bridal  bed.  This  contrasting  ripeness  of  body 
in  her  sister  Electra  caresses : 

.  .  .  Du  hist  poller  Kraft .  .  . 

Ich  spun  durch  die  Kuhle  deiner  Haut 

das  warme  Blut  hindurch ,  mit  meiner  Wange 

spur ’  ich  den  Flaum  auf  deinen j ungen  Armen: 

Du  hist  wie  eine  Frucht  am  Tag  der  Keife  .  .  . 

But  Electra  is  withered  and  stunted  by  the  frenzy  of  her  hate.  She 
is  physically  incomplete :  . .  .  ihaby  langes  Haar  und fuhle  j  dock  nichts 
von  dem ,  was  Weiber ,  heisst  es,  fuhleri*.  The  conflict  between  her 
thwarted  sex  instincts  and  the  domination  of  her  mind  by  the  lust 
of  vengeance  on  those  who  have  murdered  her  father  has  de¬ 
flowered  her:  ‘ohm  Brautnacht  1  bin  ich  nicht,  wie  die  Jungfraun  sind}. 
She  has  lost  her  virgin  state  because  she  has  had  hate  for  a  bride¬ 
groom;  to  Orestes,  when  at  last  he  comes  to  do  the  deed  she 
herself  was  about  to  attempt,  she  says : 

Verstehst  dtds,  Bruderl  diese  sussen  Schauder 
haV  ich  dem  Vater  opfern  mussen.  Meinst  du, 
wenn  ich  an  meinem  Leib  mich  /rente,  drangen 
nicht  seine  Seuf^er,  drang  sein  Stohnen  nicht 
bis  an  mein  Bette  ?  Eifersuchtig  sind 
die  Toten :  und  er  schickte  mir  den  Hass , 
den  hohldugigen  Hass  a/s  Brdutigam . 

Da  musste  ich  den  Grdsslichen ,  der  atmet 
wie  eine  Viper ,  uber  mich  in  mein 
schlaf  loses  Bette  lassen ,  der  mich  %wang, 
alles  wissen ,  wie  es  ^ wiscben  Mann 

und  Weib  %ugeht. 

In  a  sense,  then,  she  has  been  deflowered  by  the  ghost  of  her 
father  as  a  vampire  (an  idea  which  occurs  again  in  Hauptmann's 
conception  of  the  ghost  of  Hamlet's  father  as  a  vampire).  And 
Electra  herself  has  turned  into  a  vampire  lusting  for  the  blood  of 
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the  slayers  of  her  father,  on  whom  her  mind  and  senses  dwell  with 
the  pitilessness  of  a  Freudian  complex.  Thus,  too,  Wilde’s  Salome 
turns  vampire  lusting  for  the  blood  of  John  the  Baptist,  who  is 
ice  to  her  sexual  flame.  In  Elektra  as  in  Salome  the  paramour  is 
depraved  and  degenerate,  man  turned  brute,  while  Herodias  and 
Clytemnestra,  both  animal  women  (Herodias  with  her  love  of  big 
men  and  Clytemnestra  with  her  diseased  liver  and  livid  face  with 
the  swollen  eyelids  over  her  scarlet  gown),  are  haunted  by  the 
fear  of  vengeance;  and  as  in  Wilde’s  play  the  moon  turns  red  when 
Salome  dances  so  in  Elektra  the  rays  of  the  moon  fall  aslant  on  the 
courtyard  through  the  boughs  of  a  fig-tree  and  cling  like  blood¬ 
stains  round  the  feet  of  Electra.  Interesting  are  certain  analogies 
with  the  discredited  fate-play:  thus,  though  Aegisthus  is  not  slain 
with  the  axe  that  slew  Agamemnon,  Electra  has  hidden  it  for  that 
purpose  in  the  ground,  and  Orestes,  when  he  comes,  finds  her 
digging  out  the  ‘fatal  requisite’  with  her  nails.  Odipus  mddie  Sphinx 
(1906)  is  by  tradition  the  model  of  the  fate-tragedy  in  the  reputed 
sense,  but  Hofmannsthal  varies  the  Greek  conception  by  giving 
Odipus  foreknowledge  of  what  is  to  happen.  It  will  happen  because 
it  is  in  the  stream  of  his  blood.  His  ancestors  roll  through  his  blood. 
The  oracle  has  said  that  he  shall  marry  his  mother  -  and  he  loves 
the  mother  he  knows;  and  therefore  he  will  not  return  home.  He 
is  haunted  by  the  mother-complex  as  Electra  is  haunted  by  the 
father-complex.  The  thrill  with  which  the  play  ends  is  typically 
decadent:  Odipus  has  overcome  the  sphinx,  and  descends  the 
mountain  amid  acclaims  with  Jokasta  holding  his  hand  in  hers; 
and  the  spectators  know  that  they  are  passing  on  to  incest.  In  Das 
gerettete  Venedig  (1905),  his  modernization  of  Otway’s  Venice  Pre¬ 
served  (a  theme  which  tempted  Schiller),  Hofinannsthal  improves 
the  motivation  of  his  original  by  providing  a  more  apparent  justi¬ 
fication  for  the  treachery  of  the  hero  -  who  nevertheless  remains 
a  spineless  decadent  -  in  the  utter  rottenness  of  Venice  at  the  time 
oi  the  action,  brought  out  by  the  introduction  of  such  corrupt 
characters  as  the  old  roue  Senator  Dolfin,  as  a  type  of  the  Venetian 
sterna,  an  y  ringing  the  secondary  characters  into  prominence. 
The  motivation  depends,  however,  on  the  surrender  by  Jaffeir  of 
We,  as  a  pledge  of  his  reliability,  to  the  cut-throat  conspirators, 
and  when  one  of  them  attempts  to  violate  her  he  betrays  the  plot. 
He  has  good  reason  to  abandon  his  confederates  -  if  he  can,  but 
the  very  fact  that  he  joins  them  proves  his  lack  of  judgment;  while 


the  surrender  of  his  wife,  and  his  wife’s  acquiescence  in  the  sur¬ 
render,  are  incredible  dramatic  faults.  There  are,  however,  fine 
descriptive  passages,  coloured  and  sensuous,  and  even  good  dra¬ 
matic  moments.  Moreover,  Otway’s  blank  verse  is  rendered  into 
a  loosely  running  metre  which  often  gathers  the  tirades  into  long 
loops  with  the  vital  words  flung  where  the  breath  pauses  -  a 
notable  contrast  to  the  controlled  undulating  flow  of  Hofmanns¬ 
thal’s  usual  dramatic  measure. 

With  Jedermann  (1912)  Hofmannsthal  began  a  revival  of  the 
medieval  morality  or  mystery  play.  He  had  been  preceded  by 
another  Viennese  poet  and  scholar,  Richard  von  Kralik  (1852- 
1934;  Weihnachtsspiel,  1893;  Osterspiel ,  1894-5),  and  he  was  fol¬ 
lowed  by  Max  Mell,  another  Austrian.  The  success  of  these  re¬ 
juvenations  of  an  apparently  extinct  species  was  astonishing:  Max 
Reinhardt’s  production  of  Jedermann  before  the  portals  of  Salzburg 
Cathedral  was  a  theatrical  sensation,  Vollmoeller’s  Mirakel  (1911) 
was  produced  all  over  the  world,  Wilhelm  von  Scholz’s  Das  Heny 
wunder  (1918)  was  a  great  success,  and  one  of  Max  Mell’s  religious 
playlets  has  been  broadcast  from  London.  The  imitation  in  Jeder¬ 
mann  of  the  metrical,  syntactical,  and  glossarial  form  of  Hans  Sachs 
is  an  experiment  which,  though  technically  skilful,  lacks  the  sap 
and  freshness  of  Goethe’s  assimilation  of  the  cobbler  poet’s  style; 
in  Jedermann  the  metrist’s  shaping  fingers  are  always  perceptible. 
The  rendering  of  Everyman  is  pretty  close,  but  certain  elements  of 
Hans  Sachs’s  Protestant  adaptation  (Komodie  vom  sterbenden  reichen 
Mamie)  are  taken  over.  Thematically  the  handling  is  not  happy: 
what  the  play  unintentionally  demonstrates  is  the  comic  idiocy  of 
redemption  by  repentance.  Catholic  elements  are  specifically  elim¬ 
inated  because  the  poet  was  eager  to  make  the  old  play  once  more 
the  ‘living  possession’  of  the  German  people:  thus  Confession 
fades  out,  and  with  her  the  doctrine  of  penance.  But  Jedermann  is 
not  anti-Catholic:  indeed,  the  hero  follows  the  silent  figure  of  the 
monk  who  has  been  shadowing  the  background;  the  play  rather 
represents  the  transition  from  the  epicurean  paganism  of  Der  Tor 
and  der  Tod  to  the  conventional  Catholicism  of  Das  Salzburger 
Grosse  Welttheater  (1922).  Hofmannsthal’s  own  drift  to  conversion 
is  indicated  in  these  three  variations  of  the  medieval  Dance  of 
Death:  Claudio  has  no  use  for  the  crucifix  which  should  bring 
down  flame  to  the  supplicant  but  remains  icily  cold  to  the  tips  of 
its  bleeding  ivory  feet,  and  he  follows  Death  with  no  hint  of  sal- 
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vation,  despite  his  repentance ;  Jedermann  is  saved  by  repentance- 
in  Das  Salzburger  Grosse  Welttbeater  the  Beggar  is  called  to  glory 
while  the  Rich  Man  remains  in  utter  darkness.  Das  Salzburger 
Grosse  Welttbeater  is  an  adaptation  of  one  of  Calderon’s  autos  ~~  the 
Spanish  development  in  the  siglo  de  oro  of  the  mystery  play  -  which 
shows  that  all  the  world’s  a  stage  on  which  the  characters  play 
the  parts  allotted  them  by  God:  in  Maeterlinckian  terms  they  are 
puppets  pulled  by  strings  from  the  sky.  Actually  in  the  auto  the 
parts  are  distributed  to  the  actors  by  the  author  himself,  clad  in  a 
star-spangled  mantle  and  with  his  brow  lit  by  triple  rays:  Hof¬ 
mannsthal  substitutes  an  angel.  Both  auto  and  adaptation  rise  from 
spectacle  to  drama  when  the  Beggar  protests  against  the  part  he 
is  expected  to  play,  but  the  divine  argument  -  it  might  be  argued 
that  it  transfigures  Communism  -  prevails.  There  is  a  difference 
that  whereas  in  the  auto  the  actors  are  mimes  in  Hofmannsthal’s 
play  they  are  unborn  souls  (Maeterlinckian  mysticism  perhaps), 
with  no  sign  of  sex  or  age.  Hofmannsthal  had  already  turned  to 
Calderon  for  his  Dame  Kobold  (1919),  an  adaptation  of  one  of  his 
comedies  (La  dama  duende ).  Much  more  important  is  Der  Turn 
(1925),  in  which  there  is  something  of  Calderon’s  mood  -  or  rather 
of  the  neo-romantic  conception  of  Calderon’s  mystic  manner:  the 
heir  to  the  throne  of  Poland  bears  the  name  of  Sigismund,  the 
reigning  king  that  of  Basilius,  and  these  names,  with  elements  of 
situation  and  plot,  are  lifted  from  La  vida  es  suenoy  that  famous  play 
of  Calderon’s  which  has  meant  so  much  to  German  literature  (the 
prince  imprisoned  from  birth  by  a  father  who  fears  that  disaster 
will  come  from  him  and  escaping  at  maturity  occurs  again  in  Jakob 
Wassermann  s  Caspar  Hauser).  Sigismund  has  been  put  away  be¬ 
cause  of  a  prophecy  that  he  would  set  his  foot  on  his  father’s 
neck;  this  prophecy  is  realized  in  the  play,  but  what  is  dreamily 
conveyed  is  that  Sigismund,  reared  in  seclusion,  is  pure  spirit, 
while  the  reigning  king  stands  for  those  Jesuit  practices  and  that 
hocus-pocus  of  church-ridden  epileptic  monarchy  which  the  pro¬ 
letariat,  led  by  a  bull-necked  adventurer  with  the  eyes  of  a  dog, 
demolish  in  the  course  of  the  vaporous  action.  The  conclusion  is 
that  the  state  should  be  based  on  authority,  but  that  this  authority 
should  be  of  the  spirit;  and  thus  Hofmannsthal’s  final  political 
philosophy  (matured  by  the  chaos  in  Austria  after  the  War)  agrees 
approximately  with  that  of  the  hierarchic  state  postulated  by  Stefan 
George.  Sigismund,  though  the  son  of  the  king,  has  suffered  the 
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direst  poverty  and  humiliation,  and  thus  he  is  doubly  entitled  to 
be  the  leader  of  a  proletarian  revolution  whose  aim  is  the  estab¬ 
lishment  of  that  order  in  the  state  which  shall  give  the  subjects  of 
the  state  freedom  to  live  their  lives  to  the  full.  Olivier,  the  upstart 
leader,  following  his  brute  instincts,  would  have  replaced  tyranny 
by  tyranny,  while  Sigismund’s  policy  is  to  re-establish  authority 
on  the  basis  of  spiritual  values.  Whether,  of  course,  a  Habsburg 
prince  transfigured  by  adversity  or  a  spiritualized  Hohenzollern 
might,  rather  than  some  dog-eyed  proletarian  with  the  problem¬ 
atic  education  of  Olivier,  have  given  German  poets  and  scholars 
peace  and  order  to  fulfil  themselves  in  is  pure  speculation.  But 
even  as  a  vision  of  post-War  conditions  the  play  does  not  grip: 
what  interest  there  is  lies  in  the  weary  throw-back  to  the  pseudo- 
Spanish  manner  -  in  creeping  prose,  however,  not  in  singing 
trochees. 

Hofmannsthal  as  a  librettist  is  not  quite  so  submerged  by  music 
as  that  other  Viennese  poet,  Schikaneder,  was  by  Mozart;  but  to 
the  generality  he  is  known  only  as  purveyor  to  Richard  Strauss. 
Der  Rosenkamlier  (191 1)  has  the  moral  unwholesomeness  of  rococo 
libertinage;  the  other  libretti  -  Ariadne  auf  Naxos  (1912),  Die  Frau 
ohne  Schatten  (1920;  a  dramatization  of  the  novel  by  the  author) ; 
Die  agfptische  Helene  (1928);  Josephslegende  (1914;  in  collaboration 
with  Graf  Harry  Kessler)  -  fulfil  their  purpose. 

Hofmannsthal’s  comedies  are  experiments  which  fail  because 
of  their  lack  of  clear-cut  character-drawing.  Cristinas  Heimreise 
(1908)  and  its  variant  Florinda  (1923)  dramatize  an  early  episode  of 
Casanova’s  memoirs ;  what  holds  the  reader  is  the  Venetian  mood. 
Der  Schwierige  (1921)  almost  belies  this  poet,  who  in  his  person 
and  his  moods  is  the  very  embodiment  of  Vienna,  by  having  its 
scene  in  his  native  city.  But  it  is  post-war  Vienna;  and  in  this 
period  of  depression  and  frustration  his  moods  were  changing 
and  his  weary  mind  was  turning  churchwards.  The  critical  hero 
is  said  to  be  critical  self-portraiture.  Arabella  (1933)  was  his  last 
attempt  in  this  field. 

As  a  prose  writer  Hofmannsthal  has  great  distinction,  but  more 
as  a  suggestive  and  stimulating  if  not  always  convincing  critic 
than  as  a  writer  of  stories,  into  which  he  spins  too  much  meta¬ 
physical  speculation.  Die  Frau  ohne  Schatten  (1919),  in  very  fluid 
Marchenstil  (sentences  joined  by  comma  after  comma),  has  for  its 
main  theme  the  brutality  of  sex  relations  in  childless  marriages, 
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The.  milieu  is  mystically  oriental,  and  the  concatenation  of  omo„P 
sjjmbols  and  the  ideology  have  a  faint  impress  of  Maeterlinck's 
BlueBird-.  unborn  children  (here  ‘die  Ungewunscbten’)  live  in  the  cave 
of  perfect  beauty  and  morals,  and  to  them  alone  is  granted  the 
vision  of  the  divine.  In  true  marriage  the  wife  is  not  a  tethered 
goat,  nor  the  husband  (in  the  act)  ‘something  of  panther  ^ 
snake  .  Sexual  desire  is  symbolized  as  a  demon  with  hypnotic 
power  over  the  female.  But  woman  has  a  spiritual  virginity  and 
this  is  only  well  lost  when  spirit  enters  spirit;  and  thus  the’ wife 
m  the  story  who  submits  to  her  husband’s  contact  is  made  woman 
by  desire  for  a  spirit  bemgd  What  the  ‘shadow’  is  is  not  vem 
dear;  it  is  however,  clear  that  the  woman’s  shadow  floats  awa^ 
when  for  the  first  time  she  is  united  in  spiritually  passionate  love 
with  her  great  hulk  of  a  husband;  and,  therefore,  to  cast  a  shadow 
means  to  have  a  baby.  In  Das  Marchen  der  672.  Nacbt  (1904)  -  the 
style  of  which  points  forward  to  Franz  Kafka  -  we  have  again  the 
theme  of  Der  Torundder  Tod- the  rich  young  aesthete  who  bv  his 
very  riches  is  removed  from  the  poignancy  of  life 
Hofmannsthal’s  Erfmdene  Gesprdche  md  Brief e  contain  some  of 
e  most  fascinating  criticism  of  recent  years.  The  essay  Uber  Cha- 

”  1”  ima«in”>'  conversation  between 

Balzac  and  the  German  orientalist  Hammer-Purgstall  puts  in  the 

mouth  of  the  French  novelist  what  is  really  a  terrible  description 
-  notable  in  contrast  with  Thomas  Mann’s  doctrine  -  of  the  Stist 

£  the  rkth  I’'"’  half-Imked>  «ri“ned,  and  with  blood-shot  eyes 
a  the  South  Seas  creeps  for  a  short  space  on  to  the  deck  of ,2 

luminous  steamer,  throws  himself  on  a  bundle  of  tow  2  k  a 

L3ehoTdg.  “T  fiTdi‘SS  “d  pl4«Twn 

into  the  hold  again  without  having  seen  the  lovely  islands  in  Z 

gives  sr is 

epistola^-  form  of  impressionism,  with  TSS,* 

W^rTwnhowTtairmost'1 hf  (RiII“'S 

and  tose,  this  in  high  eolourTald  i^l  ™  “  TeIy  nature’ 

meaningless  background  ■  and  such  ih.  :r)Inect  grocping  against  a 
existence  simply  feTseCihe  w“nS  ^ of  existence  prove 

and  contours  they  shock  the  spectator 

occurs  in  Elektrca  **  gSmacht>  ohne  mtch  Ku  beriibren’  -  the  motif  which 
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ness  of  the  existence  of  existence.  These  shreds  of  nature  sweep  us 
oft  our  ieet  because  then  are  the  fixed  expression  of  an  intense 
emotional  experience:  just  as,  for  instance,  grotesquely  poised 
boulders  reveal  the  force  ot  the  tempest  that  flung  them  into  the 
picture  they  are.  And  therefore  we  cannot  appreciate  art  unless 
we  realize  the  miracle  of  the  feeling  that  produced  it.  Un/trhak/n:] 
finer  He  Semi]:-}:  :  mi  G^erfrkei  AW*  reveals  the  Rembrandtesque 
chiaroscuro  of  the  Swiss  writer,  and  illuminates  his  abrupt  transi¬ 
tions  from  the  ridiculous  to  the  pathetic,  four  Gesprdeb  for  Ifovrs- 
rinnen,  in  wlrch  a  Greek  dancer  :>  fascinated  by  a  sailor's  turn  of 
lire  on  a  barbaric  island,  once  more  interprets  a  favourite  theme 
or  Hofmannsthal's :  the  intolerable  limpness  (Dumpfheit)  of  life: 
lire  A  not  save  as  vibrant  emotion  of  the  inner  spirit,  as  on  this 
sailor’s  uncharted  island,  where  there  is  a  religious  purity  even  in 
passion.  Lite  is  not  life  unless  it  quivers  with  feeling,  unless  all 
animal  functions  have  that  spiritualization  which  is  pure  nature 
and  is  thus  the  expression  of  the  divine.  And  this  spiritualization 
of  life  is  Hofmannsthal’s  mysticism.  Gesprach  fiber  Gedkhte  inter¬ 
prets  poems  of  Stefan  George  in  Das  Jahr  der  Seek,  and  from  this 
starting-point  proceeds  to  a  subtle  discourse  on  the  nature  of 
poetry. 

Hofmannsthal ’s  posthumous  works  are  Xaehkse  Per  Gediehie 
(1954);  Drarnafiseke  Entn  firfe  atts  dem  Xaehlass  (1936);  Loris,  Die 
Prosa  dtsjnnpt  n  Hupp  von  Hofmannsthal  (1930;  his  first  writings  had 
been  signed  "Loris');  Die  Berfthrung  der  Sphdren.  Re  den  nnd  Anfsdtep 
(1931);  and  Andreas  oder  die  I  dreinigten  (1932).  Andreas  is  the  frag¬ 
ment  of  a  novel  which  was  planned  at  the  latest  in  191 1  and  part.lv 
written  1912-13.  Notes  from  1917  and  1918  are  added.  The  poet’s 
reaction  to  post- War  conditions  prevented  completion.  It  was  to 
have  been  a  sort  of  Austrian  Wilhelm  Meisfer ,  the  record  of  a 
spiritual  journey  and  the  ripening  of  a  soul.  It  depicts  Venetian 
types  in  whose  wickedness  there  is  always  something  redeeming. 
Venetians  are  always  masked,  and  thus  are  compact  of  dualism; 
whereas  the  Northerner  is  simple,  and  what  he  seems.  Under  the 
influence  of  this  Venetian  dualism.  Andreas  finds  his  nature  split¬ 
ting  into  two  halves,  and  he  can  only  restore  his  double  self  to 
integration  by  fleeing  from  Venice  -  that  is,  from  beauty  and 
romance,  which  is  the  lure  of  life  -  to  morality,  to  simplicity  - 
which  (perhaps)  is  happiness.  (Flight  from  Venice  -  and  beauty  - 
we  have  again  in  Thomas  Mann’s  Tod  in  Venedigi) 
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The  Viennese  poet  richard  beer-hofmann  (1866-104?) 
stands  with  Hofmannsthal  as  the  exponent  of  the  decadent 
neo-romantic  verse  drama.  He  has  the  same  soft  lyric  flow 

on^nTsT  C°nCTtlon  of  drama  as  a  registering  of  impressions 
on  the  passive  sensitiveness  of  a  bewildered  dreamer.  Schnitzler 
m  his  burlesque  marionette  play  Zum  grossen  Wurstl  made  game  of 
such  dramas  (including  his  own) :  g 

So  viel  will  ich  von  mir  verraten : 

Zu  Stimmmgen  neig ’  ich,  nicht  Taten , 

Und  sage  staff  weitern  langen  Bench fs : 

Ich  bin  der  Held  des  S flicks ,  sonst  nichts. 

Moreover  Beer-Hofmann,  like  Hofmannsthal,  uncovers  the  springs 
of  what  action  there  is  behind  the  richly  Sgumd  language  L  S 
ve  erotic  urges,  and  he  too  has  the  naive  MaeteflinS^Z- 

Gr7l  °rf £  rT  PUrP°S£  °f  Ilfe-  He  ™  fame  “th Der 

^d4ord?T?F  /Tn’  ***?£?  111(1  Iyrid2ed  fr°m  Mass“g^ 

with  i-  S  tai  Don'r-y-  Elizabethan  imitations  bernn 

P^s7sTmk  i  77  k  (l895)’  “  adaPtation  of  Ford’s  Tis 

gomg;° prisra 

/nn.  ,r  ms  rati:ier5  which  has  been  seized  for  debt 

Shy  lock);  LTthe'Hgtwto/S’h  is  »  imitarion  of 

in  the  English  play  sh/k^hS  i"'  d“ract“  °f  thls  dmghtcr: 
to  adultery-  in  rtjvh.!,  luffal,ctcature  who  inevitably  drifts 

lady  XL'  iXmr  ^  *  deC“* 

)  Who  overcome,  momentarily  but  fatally,  by  a  sudden  stir 

228 
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in  her  blood  when  the  tempter  -  whom  she  sees  through  and 
despises  -  presses  his  urge  for  her  body  with  all  the  skill  of  practice. 
Beer-Hofmann’s  theme  is  obviously  -  and  this  it  was  which  made 
the  play  a  draw  on  the  stage  -  that  the  most  refined  and  decent 
woman  is  at  given  moments  a  bitch  in  heat.  This  revolting  idea  is 
over-stressed;  and  indeed  there  is  no  dramatic  possibility  of  the 
delicate  girl  we  have  seen,  in  Act  III  allowing  herself  to  be  taken, 
in  Act  IV,  to  the  filthy  inn  which  in  Act  I  we  have  seen  as  the 
haunt  ot  profligates  and  of  old  men  with  bovs.  What  is  good  is 
the  revelation  of  the  distinguished  old  indeed  state  of  mind  (senile 
eroticism  in  a  perverted  form; :  he  has  married  in  old  age,  without 
love  and  to  have  a  child  who  should  cherish  his  declining  years 
(hence,  perhaps,  the  medical  motivation  of  his  daughter’s  weak 
character  -  like  Baudelaire  she  is  the  child  of  senility);  and  he 
recoils  in  horror  when  his  secretary  suggests  to  him  that  even  his 
daughter  may  need  a  husband,  for  she  is  (ghastly  word!)  a  cWeib\ 
And  therefore  he  finds  her  a.  husband  who  -  since  he  would  go 
to  prison  for  a  corpse  -  must  be  noble.  In  the  hectic  5th  Act, 
which  has  strong  dramatic  (if  sensational)  effects,  Charolais  forces 
the  father  to  judge  his  own  daughter,  and  she  stabs  herself.  What 
drives  her  to  death  is  not  tragic  guilt,  but  the  cruel  force  behind 
existence:  ‘  “fir”  trieh  sms  -  treibt sms !  “fir/”  NscAt  ich  -  nicht duP  - 
Beer-Hofmann’s  second  drama,  Jadkobs  Traum  (1918),  belongs  to 
the  not  inconsiderable  biblical  literature1  of  the  period;  it  was 
intended  to  be  the  Vorspiel  of  a  monumental  trilogy.  Die  Hisforie 
von  Konig  David,  but  the  depressing  conditions  of  the  post-War 
period  stayed  the  poet’s  always  hesitant  pen.  His  poem  Schiaflied 
fur  Mifjam  has  been  famous  and  anthologized  since  it  first  ap¬ 
peared  in  the  4th  year  of  Pan;  one  fails  to  see,  however,  that  there 
is  anything  in  it  except  the  wistful  questioning  of  ‘whence  ?’  and 
‘whither?’  and  the  heritage  within  us  of  our  ancestors  so  familiar 
from  Maeterlinck  and  Hofmannsthal. 

Arthur  schnitzler  (1862-1931)  was  bom  in  Vienna,  and  lived 
there,  as  a  practising  physician  and  famous  author,  all  his  life.  One 

1  The  Christ-novels  have  a  chronological  scale  of  effectiveness :  Peter 
Rosegger’s  LN.R.L  (1905),  Gustav  Frenssen’s  Hilligenki  (1906),  Gerhart 
Hauptmann’s  Der  Narr  in  Christo  Emanuel  Quint  (1910).  When  in  Johannes 
SchlaPs  tale  Jesus  und  Miriam  (1901)  Alary  Magdalene,  dancing  in  a  tavern, 
sees  Jesus  and  falls  in  love  with  Him,  the  consciousness  of  His  Messianic 
calling  stirs  in  Him.  Then  there  are  notable  poems  of  Rilke,  Sudermann, 
Stefan  Zweig’s  Jeremias ,  Thomas  Mann’s  Tales  of  Jamb,  Anton  Wildgans* 
drama  Kain  (1920),  Karl  WolfkehFs  drama  Saul.  See  also  p.  256,  Der  Heilmd* 


>  MODERN  GERMAN  LITERATURE 

might  say  of  him  at  once  that  he  would  have  been  an  ■ 
psycho-analysis  if  this  had  not  been  elaborate  *  dept  10 

Other  Viennese  Jew,  Sigmund 

naturalistic  play  with  Freiwild  (1896)  which  dism  the 

^idiocy  of  duelling,  and  Dal 

Of  the  unmarried  mother;  but  for  his  other  Al?  ’u  “  theme 
back  on  the  proletariat  keepino-  onlv  the  P  ys  he  turned  his 
simeMadl  -  £  a  toy  fork^n  aboi  ~  t 

Anatol  (1893),  a  cycle  of  seven  one-act  plays  found  ^ 

manner  These  psycho-grammatic  playlets  ate  Zlv  “ 
new.  They  tend  to  be  novelettes  in  LlL  somethmg  quite 
less  the  French  causerie  as  cultivated  by  ®0te  °r 

there  is  nothing  French  in  c  k  t  J  Pau  Hervicu-  But 

Sduntdetdocsfit^^^S106  ”  ^  °f ' the 

thought  as  puppets  -  Tnc  cvZ  If  with  malice  afore- 

cates  this  by  the  title  -  Sh  ifts  (Marionetten,  1906)  indi¬ 
suggestion  to  Maeterlinck’s  dr*  7  T  °Wed  nothlnS  more  than 

characters  are  only  marionettes  it n^Zscthnthc' 

of  nerves  and  imnuke  r  <v;  ense  tliat  are  cte^tures 

in  U„ra,ury,  they  W  no t  uT"  'h' 

purpose  of  the  2,  1 fin 'T  m0'":S  thm  is  “  *= 
reputation  from  tdtsunll *  Am'°‘  &ed  SohnWer's 

Anatol  is  the  mear  of  so  many  of  Srh  .  m.e  a,ncI;oiy  ^fihlness’. 
(to  misquote  Dtyden)  cursedly  cotW  S  P  ays  mi  tales’  no* 
extinguished  torch  (or  mier  V  *°  one'  but  the 

stanter  at  the  bosom of t£ ^  nS  "  t”8  °f  one  lo" 

seven  playlets,  Anatol  and  mw  iu  W°  men  are  constant  to  the 
play.  Anatol  dreamy TT*  cban«e  from  Pla7  to 
susses  Madl  will  have  ‘die  weiche  T*  ^  kdy°fthe  moment:  his 
Geist,  .  .  .  der  lieben  miss’  V^TT?  ^^^bends’,  ‘ den 
lifting  grace  of  the  Blue  Danube^  e”de’™halkhafte  Wehmuf,  the 
panion  as  the  cynical  raisonm>,  u^J'  MaX  faCCS  his  boon  c°m- 
the  cobwebs  of  love-borne  fancy  °  dl®Perses  Wltb  a  cold  breath 
decadence:  ‘Id  fuhle  ’  he  save  7‘  •  *°,llS  conscious  of  his  elegant 
mich  eines  schonen  Tam  “stark”  ^  T  V^hnn  mm  ich 
rnd  nur  eine  Gesundheit  -  _  M  7  e  '  \  - Es  &bt  so  viele  Krankheiten 
dteanderen  -  man  kann  aber  oar^mder*  S°  g6Smd  S ein  wk 

other  words,  the  interesting  thl  J  S^ran^  sem  viejedtr  andere.  ’  In 
,ng  dramatist,  of  di^eas^mn^what  Indnate  variety,  to  a  dissect- 

txorlt  is  dissection  and  iliumhln  ,  ™Bt  “P«  in  Schnitzler’s 
Illumination  of  phases  of  disease,  of  decay 
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physical  and  moral.  Lite  is  thus  a  fermenting  swamp,  and  the  haze 
aboTe  is  the  illusion  of  happiness  or  beauty,  the  dream  over  the 
hopeless  reality.  Another  Viennese  dramatist,  Grillparzer,  had  re¬ 
presented  life  as  a  dream  and  dream  as  life;  and  so  does  Schnitzler. 
His  leit-motif  is  that  life  is  an  actor’s  make-believe.  That  make- 
oeliet  e  and  life  flow  into  each  other  is  the  idea  of  one  of  the  most 
effective  of  his  piat  lets,  Der grime  Kakadu  (i  899) :  French  aristocrats 
meet  nightly  in  a  low  tavern  to  watch  actors  (a  new  sensation) 
making  believe  that  they  have  committed  atrocious  crimes;  on 
the  night  the  Bastille  is  taken  they  still,  with  death  at  their  throats, 
think  the  frightfulness  is  play-acting;  here  indeed  the  dream  is 
life.  Tnere  is  the  same  interlacing  of  life  and  dream  in  Paracelsus 
(1897).  The  first  of  modem  doctors  returns  to  Basel  and  is  brought 
home  by  the  armourer  Cyprian,  who,  being  the  more  solid  man, 
had  years  before  been  given  the  hand  of  Justina,  whom  they  both 
loved.  A  noble  youth,  Anselm,  has  been  making  love  to  the  buxom 
wife,  but  she  has  laughed  at  him.  Paracelsus  with  his  hypnotic 
power  puts  her  in  a  trance,  in  which  she  dreams  that  she  has  given 
herself  to  Anselm.  Anatol,  promised  that  the  secret  life  of  his  mis¬ 
tress  should  be  revealed  to  him  in  a  hypnotic  trance,  had  declined 
the  experience:  he  is  content  with  illusion  .  .  .  Cyprian  too  has 
been  living  in  illusion :  it  was  when  he  was  at  the  tavern,  the  dream 
says,  .that  Justina  had  fallen;  that  is,  he  had  neglected  her  in  his 
belief  that  all  her  nature  needed  was  home  and  (now  and  then) 
husband.  She  has  not  sinned;  except  in  the  dream  .  .  .  But  is  the 
life  her  husband,  perfect  Burger  as  he  is,  asks  her  to  live,  the  life 
of  her  soul  r  This  sanative  scrutiny  of  connubial  neglect  recurs 
throughout  Schnitzler’s  work  as  an  equal  source  of  tragedy  with 
that  custom  of  the  country  the  Verbatims.  Paracelsus  ends  with  a 
kind  of  epilogue  by  the  doctor  who  has,  as  the  directing  force 
above  them,  made  these  marionettes  act: 

Es  war  ein  Spiel t  Was  sollf  es  anders  seta? 

Was  isf  nichi  Spiel,  das  wir  auf  Erden  treiben, 

Und  schien  es  noch  so  gross  und  fief  v(u  sein?  .  .  . 

Mit  Menschenseelen  spiele  icb.  Ein  Sinn 
Wind  nur  von  dem  gef unden,  der  ihn  sucht. 

Es  fiiessen  ineinander  Traum  und  Wachen , 

Wahrheit  und  Euge.  Sicberheit  ist  nirgend. 

Wir  wissen  nichts  von  andern ,  nichts  von  ms; 

Wir  spielen  immer ,  wer  es  weiss,  ist  klug. 
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Here,  obviously,  Paracelsus  is  speakino- for  the  nW;  •  j 

Life  had  been  wistfully  Wed  in  The  w? 7 ^dramatist, 
mannsthal  for  A,aM  (p.  z,f)  as  a  tea^8  TO"“  by  »■* 

so*  pl  j  rf  :z«z  Ssur?  ■?“ 

and  indeed  even  the  heroes  of  Schnitzler’s  IW  H*Uenhst&«t\ 
are  creatures  of  mood.  Only  oacfpaW^l  “ 

toteMifed  <° feU  tragic  f2w  ” 

(x  ^9  5)  J a  youth  has  had  a  dangerous  liaison  wL>.  o  1  •  j 

has  freed  himself  and  attached  him sel  f  t n  <4,  married  woman, 

is  killed  in  a  duel  by  the  husband  oft,’  r  &  usuaI  susses  Madl,  but 
cannot  at  first  realize  h  t  wha  ^hel  the  ffd 

and  when  she  does  st  dmm^ ts  suS  Tb" 

(1900)  are  necessarily  indecent  hm  ’  ^  ^  dlalogues  of 
stration  of  facile  coition  surh T,™ ’  ^  USC  they  afe  the  demon- 
could  piece  together  from  n  ■  y  ^  ^SIClan  or  coutt  missionary 
literally,  at  ^  ~  ***  * 

lively  circle  of  clasped  playlets :  in  the  J3r^Seilt:ed‘  We  S°  round  a 
soldier  have  their  sordid  moment-  •  7  street~£lrl  and  common 

the  housemaid,  then  housemaid  *  T  ^  SfC°nd  tbis  s°ldier  and 
till  in  the  tenth  dialogue  the  circle  meet  **  house=  and  so  on 

ling  with  a  count.  Thus  a  W  ^  the  stre«  girl  coup- 

common  need.  In  Literatur  on  ^  Ilnked  b^  one 

Ubendige  Stunden  (1902)  Sckiitzler  mm  6  °ne"aCt  pkys  of 
idea  of  comedy:  there  is  real  fnn  ?  Trest  to  the  accepted 
lovers  who  have  separated  tW  H  ?C  graduaI  discovery  by  two 
of  the  other  (copSh^l  H  haS5mbodied  the  love-letters 
-  the  replies)  ™  as  well 

<* «, 

some  social  problem  -  that  is  Ih  ^  £^eCt  0n  tbe  discussion  of 
Beatrice  (1 899)  ]s  a  full-flede-ed  ^  ^  tendetlti°us-  Der  Schkier  der 
complicate^" and  :  the  crowded> 

^hich  is  sufficient  to  fashion^  H  u  “  °ne  short  mght, 

of  the  cinquecento  -  ‘ das  T  eh  rushed  fierce  j  oy  of  living 

both  plays  have  fjh  P*7.“’r,cs  I1'ar  to  de  Musset’s 
-  a  red  demon  lighting  un  tW — j  ,Wltbout  form-  Cesare  Borgia 
storm  Bologna  on  the  morffin^f  bacbSround  -  is  expected  to 
Duke  has  the  idea  of  ending-  ifffi  °  ?Ing  the  evcnts>  and  the 
eautifol  girl  of  the  Wst  cfas/w^  a  sPIasb  by  marrying  a 

m  ^as  seen  by  chance  in 
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the  street.  A  formal  marriage  might  seem  a  waste  of  ceremony, 
but  the  girl  makes  this  condition  -  she  has  dreamed  that  she  was 
Duchess  of  Bologna,  and  she  has  related  the  course  of  this  Wunsch- 
tranm  to  her  lover,  Filippo  Loschi,  a  poet  so  lost  in  musings  that 
he  does  not  even  remember  his  own  poetry.  He  interprets  the 
dream  as  a  revelation  of  inner  lubricity,  calls  her  the  soiled  4 Dime 
ihres  Tranms\  and  sends  her  packing.  She  glides  away  from  the 
marriage  festival,  in  her  long  white  veil,  and  goes  to  Filippo,  who 
asks  her  to  die  with  him..  But  she  is  afraid  of  death,  and  when  he 
quaffs  his  cup  of  poison  she  goes  back  to  the  Duke,  in  her  con¬ 
fusion  leaving  her  veil  behind  her.  The  Duke  will  forgive  her 
absence  on  one  condition:  that  she  takes  him  to  the  spot  where 
she  has  left  the  veil.  She  does  so,  and  is  stabbed  by  her  brother  by 
the  corpse  of  her  lover.  The  play  tells  on  the  stage  by  its  picture 
of  Renaissance  licentiousness ;  the  orgy  in  the  dark  of  night  in  the 
Duke’s  garden  is  like  an  exhibition,  from  a  doctor’s  point  of 
vision,  of  all  erotic  frenzy  and  perversion.  The  psychological  prob¬ 
lem  is  in  the  girl’s  attraction  to  and  fear  of  death.  In  Der  einsame 
IF>g  (1903)  there  is  something  of  Ibsen’s  probing  technique.  The 
action  which  matters  is  unrolled  in  the  past  of  twenty  years  before, 
when  Fichtner  had  a  liaison  with  the  mother  of  Felix,  who  -  a 
good  boy  -  is  shocked  by  the  revelation  that  Ms  real  father  is  not 
the  husband  of  his  mother  -  who  dies  at  the  start  of  the  play 
but  this  extinct  painter,  who  claims  possession  of  his  son  because 
he  is  pathetically  old  and  lonely.  But  Felix  denies  his  right  to  pos¬ 
session  -  he  has  procreated  Mm,  but  not  reared  Mm;  and  to  Felix 
the  tragedy  is  in  the  cheating,  by  Ms  mother  and  Fichtner,  of  his 
good  if  humdrum  father.  The  theme  runs  parallel  with  that  of 
Schnitzler’s  long  novel  Der  Weg  ins  Freie :  in  both  works  the  artist 
abandons  the  girl  he  loves  for  the  sake  of  freedom  in  Ms  art,  and 
in  both  the  freedom  is  illusory  -  the  painter  loses  Ms  productivity, 
wMle  the  composer  in  the  novel  is  doomed  to  be  an  eternal  dilet¬ 
tante.  In  play  and  novel  Schnitzler  exposes  the  biological  and 
social  effects  of  the  Verhdltnis .  The  most  subtle  of  SchMtzler’s 
plays,  perhaps,  is  Zwischenspiel  (1904).  Amadeus,  a  musical  con¬ 
ductor,  has  always  been  faithful  to  Ms  wife  Cacilie,  an  opera  singer, 
and  she  has  been  true  to  Mm  through  the  boredom  of  family  life; 
but  now  they  feel  that  their  marriage  is  loveless,  and  they  agree  to 
each  other’s  freedom.  The  conductor  goes  away  with  a  countess 
who  has  thrust  herself  upon  Mm,  and  Cacilie  fulfils  an  engagement 

H* 
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m  Beilin  with  Sigismund,  a  former  pupil  of  her  husband  in 
dance.  Amadeus  is  soon  finished  with  the  Grafin  •  hi  h 

rt  B“  adUe  >**  evelgtm  B  im 

by  her  experience  with  Sigismund-  she  now  tJ  hm%ed 

and  thrilling  experience  from  life. 

not  the  woman  he  has  lived  with  for  seven  years  She  w  '  “ 
confession;  and  he  does  not  realize  that  although  as  sL  cri  °° 

“  s 

contract  of  freedom  has  hT  Untme  *°  ^  husband  because  their 

»«n.  rS:rgtS^“jre  m'°™  b?  the  Surt,ti“  °f  P“- 

to  return  to  connubial  possession-  but  c^r”?-0011-'  He  Wlshes 
worden’,  He  packs  his  i-hinL  j  ’  ut  Cacilie  ist  erne  andere  ge- 

with  hC Ef joctt aking  Ms 

There  is  i„  thi7olav  -  ^  ier  hmds-  “d  weeps  gemly. 

trating  contrast  of  the  °  CS  deePer  than  'Paracelsus  -  a  pene- 

bond  and  that  of  an  enSTio^d^!/0  freedom  from  the  marital 
If  Amadeus’  conception  ofh  afd,SeInsual  but  decent  woman, 
sensual,  certainly  more  Casan  deen  higher  -  and  more 

true  to  him  in  the  sense  in  whicfTh^6  ~  W°uId  have  been 

is  not  quite  a  Tesman  he  is  h  nr  e  conceives  the  word.  Amadeus 
the  Viennese  coZfon "f  t^f  ^  7*  ‘  ardst  but  be  has 

German  idea  of  connubial  r  +■  casbjia^ness  of  love  added  to  the 
the  physical  and  mental  qualities  of^6  °“  **“  has  aIi 

but  at  the  same  time  absolnm  Passionate  woman  artist, 

of  character  produces  them  adt  ? *7  ^  Wl£  And  this  clash 
plays  drew  the  solemn  remind  C°ndlct- The  ladies  of  Schnitzler’s 
Piferaturges c hichte)  that  ancient^01  V°St  “d  K°ch  (in  their 
holy  and  that  even  Goethe  had  ermaf  women  had  something 
m  w°tnen;  Cadlie,  one  hopes  °f  non‘animaI  decency 

temporary  of  Schnitzler  not  of  t"  S.°me<^(ng  holy  -  but  as  a  con- 

an  j  _  ' 5  or  Tacitus.  Typ.r  a /__  \ 
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Der  Schleier  der  Beatrice .  Professor  Bernhard!  (1912)  has  poignant 
interest  today  because  of  its  discussion  of  the  problem  of  the  Jews 
in  Vienna.  A  girl  is  dying  of  abortion  in  the  clinic  of  which  Bern- 
hard!,  a  jew,  is  the  director.  The  girl  is  in  a  state  of  euphoria;  she 
is  having  perhaps  the  happiest  moments  of  her  life,  dreaming  that 
she  is  getting  better  and  that  the  lover  who  is  responsible  will 
soon  be  coming  for  her.  A  pious  nurse,  without  instructions  to 
do  so,  sends  for  a  priest  to  administer  the  Last  Sacrament,  but 
Bernhardi,  knowing  that  as  soon  as  the  patient  sees  the  priest  she 
will  know  she  is  dying,  refuses  to  let  him  pass.  This  Jewish  pro¬ 
cedure  (actually  a  Christian  doctor  might  have  done  the  same) 
gives  rise  to  a  great  scandal  in  clerical  Vienna,  and  Bernhardi  is 
sent  to  prison  for  contempt  of  the  State  and  religion.  The  play  is  as 
tendentious  as  a  play  can  well  be ;  and  the  interest  lies  in  the  clash 
of  argument,  the  caricature  of  politicians,  and  in  the  depressing 
picture  of  Austrian  obscurantism  and  anti-Semitism.  Die  Schwestern 
oder  Casanova  in  Spa  (1919)  is  a  good  example  of  Schnitzler’s  lighter 
manner.  Casanova  slips  away  from  the  card-table  to  climb  to  the 
bedchamber  of  a  young  wife  who  has  given  him  the  glad  eye :  in 
the  dark  he  jumps  through  the  wrong  window,  but  the  wife  who 
happens  to  be  there  yields  to  the  moment  and  to  him.  The  problem 
-  ironically  treated  -  now  is :  which  female  is  wronged,  the  one 
who  was  waiting,  or  the  one  who  was  not?  The  two  women, 
meeting  the  morning  alter,  fly  at  each  other ;  but  all  ends  well,  for 
Casanova  hath  charms  . .  .  Seriously  treated  for  the  space  of  a  scene 
Is  the  problem  which  provides  the  action  for  Beer-HofmamTs  Der 
Graf  von  Charolais :  the  wife  who  yielded  to  the  urge  of  the  moment 
argues  with  her  husband,  the  morning  after,  that  nothing  has 
happened:  she  woke  up,  she  says,  feeling  just  the  same  as  she  did 
the  morning  before.  She  assures  her  husband  that  she  is  still  his, 
because  the  man  who  took  her  is  a  casual  stranger  favoured  by 
the  moment;  this  moment,  she  swears,  will  never  return;  to  which 
the  husband  replies  that  she  will  always  bear  the  smell  of  it  in  her 
hair.  The  conflict  is  between  medical  fact  -  which  in  this  respect 
sees  no  difference  between  a  woman  and  a  rabbit  -  and  the  hus¬ 
band's  natural  obsession  that  any  other  man  contaminates  the 
object. 

In  Schnitzler’s  tales  and  novels  there  is  the  same  sparkle  of  wit, 
the  same  delicate  rendering  of  nuance,  that  we  find  in  the  plays; 
but  the  filling  in  of  the  narration  makes  them  less  perfect  and 
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life-like.  His  most  poignant  Novelle  is  S ter  ben  (l8o<y  a  vni 
man  hears  from  his  doctor  that  within  a  year  he  wdl  be  dLTr 
consumption;  his  mistress  refuses  to  leave  him  and  she  d  °f 
him  through  the  dreadful  illness  in  a  lovely  reSonnf^ 
coast.  As  death  approaches  the  young  man  is  tortured  h 
of  leaving  her  behind,  and  tries  to  take  her Zh  Z  hv  J  7  ^ 
her,  hut  the  attempt  brings  on  an  attack  of  haemorrLoTJhu! 
causeS  his  death.  The  girl  has  been  faithful  to Te  end 
ea  o  her  love  has  kept  pace  with  the  dying  of  her  lover  Th  C 
IS  a  haunting  melancholy  in  the  tale:  how  sweet  life  ‘  hhT 
how  terrible  is  death  when  love  must  be  5  and  h  °V£; 

hfe  when  love  dies.  One  of  the  sCf,  ,  r  d  W  WearP  is 
»  *1*  long  monoIogT  of t  T  ^  ^ 

suicide  because  he  hL  been  iusuked  by  a  yXar  cWau'V' 
not  satjsfaktionsfdhig;  it  is  very  much  like  th*  ‘  &  r  wbo  ls 
ness  tales’  ofthese  liter  da ^  waves-of-conscious- 

the  idea  of  it  in  R T 1 5‘ The ,fnre  15  not  quite new:  there  is 
in  Kichard  von  JVtccrhcimlo?Q  /T  o  _  _  s\  < -n  ? 

dr  amen'  (Psjchodramenwelt,  1887)  FrauleinElse  Hn  v  5S>  P-d’do- 
monologue;  it  is  sooken  bv  v;  .  ,  y9z5)  is  another  such 

resort  wheri  he  tfs^J m  ^  SlrI  nineteen,  in  a  holiday 

is  on  the 

savino*  him  —  if  n  nptcy.  There  is  a  chance  of 

at  the* hotel  to  whonf  t0  ^  C°nditlons  of  a  financial  magnate 
in  the  f°r  hdP :, he  ™st  see  her  faked 

see  me.’  Naked  under  her  mmdeThe  ^  C°therS  Sha11 

shows  herself,  faints  is  taken  to  f  d°Wn  mto  the  hail> 

The  resemblance  to  Maeterlinck  s  M*  takeS  Verona1’  dies‘ 

The  Novelle  Casanovas 

ary  lover  in  the  decay  of  old  ate  sd  1  1  J  °f  Ae  Iegend' 

impotence.  As  in  Dtp  c  i  ^  5 .51  *  *ust^  kut  on  the  verge  of 

iady-s  roomti ^""“C-ano™  finds  his  way  iulo  a 

him  in  the  mornino  he  sh™  7*  OVV  but  when  she  looks  at 
into  his  yellow  face-  and  whl If  £ff°rtS  furroUTed  deeP 

used  to  be,  Tascall’tbm  tw  man  f’  iTt  “  ^  “  n0t’  aS  * 

to  himself  he  is  dead  Tbt»  cL  '  women  he  is  an  old  man, 
has  the  shuttle-like  to-md-f “AT  Frau  Berta  Garlan  (1901) 

monologues.  It  is  the  story  o/aha  , evered  thinking  of  the  two 

temperament  who  after  thrp  n  s°me  woman  with  the  artistic 
of  her  thirties,  teaT & °fwido^ood,  in  the  vigour 

now  famous,  V^Lm  slthad^  ^  a  musician, 

nom  ske  had  innocently  flirted  when  they 
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were  students  together  at  the  conservatoire ,  and  she  is  hunted  by 
the  titillation  of  her  senses  into  his  arms ;  but  to  him  she  is  just  a 
woman  who  calls  and  is  done  with.  c  Verlangende  Weiblichkeit\  she 
discovers,  is  an  illusion.  Der  Weg  ins  Freie  (1908),  Schnitzler’s 
longest  novel,  is  his  weakest  work.  Apart  from  the  reasoned  re¬ 
jection  of  the  Verhdlfnis  there  is  endless  discussion  of  the  Viennese 
Jew  problem,  and  a  crowded  canvas  of  not  very  edifying  Jews. 
Tberese  (1928),  the  "chronicle  of  a  woman’s  life’,  is  a  sordid  and 
dreary  novel.  Therese,  the  daughter  of  an  insane  officer  in  Salz¬ 
burg,  is  cast  off  by  a  doctor  and  a  lieutenant,  and  has  to  earn  her 
living  in  Vienna  as  a  sen' ant.  She  has  a  series  of  love  affairs,  and 
she  dies  when  her  illegitimate  son,  for  whom  she  has  worn  herself 
to  the  bone  -  he  is  a  thief  and  Zuhdlter  by  trade  -  gags  her  while 
he  breaks  her  box  open. 

To  the  school  of  Schnitzler  belong  felix  salten  (1869-1945) 
and  raoul  auernheimer  (1876-1947).  Salten,  bom  in  Budapest 
but  resident  in  Vienna,  wrote  one-act  plays  in  Schnitzler’s  manner 
(Vom  anderen  Ufer ,  1 907) ;  Auernheimer,  in  addition  to  comedies 
(Die  grosse  Deidenscbaft,  1904),  wrote  such  short  stories  as  Casanova 
in  Wien,  in  which  the  hero,  staying  with  his  Philistine  brother  in 
Vienna,  at  a  time  when  Maria  Theresa  was  forcing  the  Viennese 
to  be  good,  is  tempted  to  be  good  too,  but  is  saved  from  this  fate 
by  an  order  of  expulsion. 

The  once  almost  hectic  reputation  of  two  of  the  neo-romantic 
poets,  Gustav  Vollmoeller  and  Ernst  Hardt,  has  faded  rapidly. 
Time  was  when  Vollmoeller  dazzled  London  and  Ernst  Hardt 
was  devoured  like  chocolates,  vollmoeller  (1878-1948)  began 
with  Georgean  verse  ( 'P arrival ;  Die fruhen  Garten ,  1903)  and  made  his 
reputation  with  the  revenge  drama  Catharina,  Grdfin  von  Armagnac 
(1903).  This  play,  in  highly  decorative  verse  with  prose  passages, 
provided  a  macabre  thrill:  the  lady’s  husband  comes  into  the  room 
with  the  head  of  her  poet  lover  and  stands  it  on  the  mantelpiece. 
He  leaves  it  there,  and  Catharina  addresses  it  in  melting  verse, 
kisses  the  bloody  chops,  recalls  their  hours  of  dalliance,  and  then 
jumps  out  of  the  window  with  it  into  the  river.  For  Max  Reinhardt 
Vollmoeller  -wrote  wordless  plays:  Mirakel  (1911),  and  Venecia- 
nische  Abentemr  (1912),  the  former  a  symbolic  handling  of  the 
legend  (familiar  from  Gottfried  Keller’s  tale,  John  Davidson’s 
ballad,  and  Maeterlinck’s  play  Smir  Beatrice)  of  the  runaway  nun 
whose  place  as  doorkeeper  of  the  convent  is  taken  by  the  Virgin 


238 


modern  german  literature 

till  she  returns,  a  penitent.  Vollmoeller’s  *  , 

Gobi’s  Turamht  with  the  th“e  of 

rfKI  World  War  I  d,  rector  of  the  Xonamea™’ V'-MA 

won,  over  ro  '«),  be, 

to  the  macabre  thrill  taken  over  from  the  L nr  °Wed  ltS  SUCCess 
Jbe  legend:  King  Mark  dedver^X^  SX  X  °f 

wltXr"  “aXdk: £  tX”  l0T’  “* 

obducra  her;  this rX'g' iXXTa  “*»"*> 

read  between  the  lines  of  tht*  •  P  .  a  rnatter  °f  fact  be 

is  a  travesty  of  the  medieval  lctcnto/dlrG^f  Geri%uk 
crusader  who  is  permitted  hv  X  b  ^  Graf  von  Gleichen ,  the 

Saracen womaifhXldXfcJX'0  W.,tWO  ^ 

loft  at  home  (see  pp  a7  a7o)  ?  “  he  W 

to  the  dramas  of  karl  schontw  ra®atlsts  g^e  a  racy  flavour 

continuator  of  Anzenvruber  *  6^"1943^  the  full-blooded 

from  Vienna  who ™  ™ 

outsider,  Schonherr  was  born  an  A  l  f  J7rolese  peasants  as  an 
Tyrol,  though  he  settlld  J  ^  °Ut  at  Axams  in  the 

his  dialect-speaking  characters  in  th ^  d°Ctorin  V*enna-  He  finds 
are  Anzengruber’s  world  onrl  h  &  Same  mountain  villages  that 
ality  and  jXfarTX01^ 

mentjin  Sommendtao  (1C)0Z)  as  in  S  jpkyS  tbere  ls  more  of  senti- 

pagan  festival  with  its  pagan  spirit'dash1^  * l°ha?nisfeuer> an  °H 
ness  of  faith;  there  is  anLti  cJh  ,  shes  Wlth  religious  narrow- 

the  Virgin,  whom  the  action  proves  11^’  Wlth  the  imaSe  of 
bolically  abandoned  in  thr  h/  f  *  be  lmPotent  to  save,  sym- 

(I9°5)  attempts  strict  psychol^A^  —  be  Ieft  behinA  Familie 
(19°^)  is  another  experiment  tV^  *  ePlct*on>  an<^  Das  Konigreich 

drama,  with  a  contrast  of  the  t-  lS  Vf  ln  the  romantic  Marchm- 
bmocence  in  poTe  “  “5toc™  ^  and 

destroys  the  children  of  femsed  as  a  courtier  tempts  and 

b«  revved  his  f“l  p0*'rs™'e  '  T*  **  <'**>  S^n- 

black  hnes  as  of  an  old  woodoit  Th  Xy  1S  gr,m  mdeed  ln  its 

(for  a  German  audience)  ,  tJ£?eness  of  ^  action  and 

}  the  involved  humour  depend  on  the 
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peasant  custom  that  the  father  is  lord  of  the  house  till  the  eldest 
son  marries;  to  him  the  father  must  then  relinquish  his  rights.  In 
Erde  the  son  cannot  marry  till  the  father  dies;  at  the  beginning 
of  the  play  hope  dawns  that  he  may  soon  be  gathered  unto  his 
fathers,  for  he  is  kicked  by  a  horse,  orders  his  grave,  has  his  coffin 
made;  and  while  he  is  bed-ridden  the  son  makes  a  cradle  and  (the 
housekeeper  anticipating  the  joys  of  possession)  the  baby  for  it; 
but  the  old  peasant  is  indestructible:  he  rises  from  bed  and  hacks 
the  coffin  to  pieces.  He  has  touched  the  earth  he  loves  and  is  re¬ 
newed.  In  Glaube  und  Heimat  (1910)  there  is  warm  feeling;  the 
period  is  that  of  the  Counter-Reformation;  the  order  has  come 
that  Protestants  are  to  be  driven  out  of  the  country,  and  Tyrolese 
peasants  die  clinging  to  Luther’s  Bible.  The  idea  which  animates 
the  play  is  that  of  reconciliation  between  the  two  creeds  -  that 
tolerance  the  sweet  reasonableness  of  which  Anzengruber  had 
shown  in  Der  Pfarrer  von  Kirchfeld  and  which  Schonherr  found  - 
whether  or  no  there  was  anything  in  the  charge  of  plagiarism  - 
in  Enrica  von  Handel-Mazzetti’s  Styrian  novel  Jesse  und  Maria .  In 
Der  Weibsteujel  (1914)  there  is  insight  into  the  inner  nature  of 
woman  as  penetrating  as  that  of  Schni trier,  but  with  the  Strind- 
bergian  valuation  of  female  domination  by  means  of  sex.  There 
are  only  three  characters,  labelled  in  the  way  the  expressionists 
were  to  adopt,  Der  Mann  -  sein  Weib  -  Em  j anger  Gren^jdger.  The 
husband  is  a  physical  wreck,  unable  to  work,  but  with  the  cunning 
to  enrich  himself  by  acting  as  receiver  to  smugglers.  His  young 
wife,  vigorous  but  with  her  senses  dormant,  mothers  her  invalid, 
until  he  sets  her  to  beguile  the  young  customs  officer  who  is  on 
the  point  of  discovering  where  the  contraband  goes  to.  But  she 
plays  with  fire;  and  the  flames  bum  high,  both  in  her  and  the 
Grenzwachter.  She  sees  her  chance  of  getting  rid  of  both  men; 
she  goads  the  customs  man  into  murdering  her  husband,  and  over 
the  dead  body,  she  cries  exultingly :  6Ihr  MannsfmfeJ  each  ist  man 
noch  fiber?  She  knows  she  will  inherit  her  husband’s  ill-gotten 
wealth;  and  with  that  she  can  have  any  man  she  wants.  A  woman- 
devil  can  beat  a  man  devil.  Schonherris  medical  experience  is  turned 
to  account  in  Es  (1923),  of  which  the  only  characters  are  "der  Ar^f 
and  "die  Erau\  and  in  Der  Armendoktor  (1925)  and  Chirurgenspkl 
which  show  up  the  farce  life  is. 

Hofmannsthal’s  revival  of  the  medieval  mystery  play  proved 
the  making  of  another  Austrian  poet,  max  mell  (1882-  ).  Born 
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began  with  Novdlen ^lIZsZe  Up  “  Viewia'  He 

des  Trams  (1906),  Jdgersage  und  ZreZZZ  Dk  Gra^kn 
short  stories  he  selected  for  le  fn  *  ^I0)-  His  best 
Ci938)and  Verheissmgen  (x^A  TheZZ  Das  Don“™eibchm 

novellen  is  NaderZAZTZ  °^hese  W 

wench  who  is  a  spinster  because  the  had f  Z  °fa^ust 

those  who  would  have  had  her-  now  i  fd  Up  ber  nose  «* 
m  the  Styrian  uplands  and  steals  a  calf IittIe  farm 
estant  gentleman.  She  rears  it  till  it  is ^5?  belongS  to  a  Pm- 
there  are  drastically  realistic  stories  of  L  ““I?  to  ^  and 
bulls.  In  a  time  of  great  shortage  of  Lf  "r  tW°  ^ 
foraging  expedition  to  find  all  her  cattle  d  S.C  returns  Horn  a 
inevitable,  we  are  told  as  the  storv  el  dead' Thls  tragic  end  was 
gehnsollen\  she  tells  herself,  ‘dann  lebetZ*'  Z***  °bIegm  hdtt  kh 
as  here,  is  orthodox  to  the  last  deo-  ”°Cj  '  ^eP’s  Catholicism, 

Rosegger,  who  remains  the  unsuroassedl^  thuS  be  from 

«1«;  indeed  the  ,hole  pntp„  “e^f 

aim  at  showing  that  salvation  for  the  ‘  seems  to 

unquestioning  belief  in  what  the  nrf  fdlvidml  a«d  country  is 
stated  in  ^dheimt,  on,  This  is  e xpre^sly 

The  tone  and  temper  of  Mell’s  *V1  Ste\r^erUbgesang  (15,39). 
his  verse  tale  (in  four-feet  r S  T V  *Y*  is  foreshadowed  in 
fnd  take  shape  in  ££ f  f  ees)  Die  Osterfeier  (I9„) 

inspired  by  the  ^t-ZZfnTr  V™  W  ^ai)>  ^ch  i 
through  1%  Or/^r-  hut^J  /  ^  ^  reaIism  runs 
Panted  outin  words  ofHgh  ma  se  T  “  “  M  Hof«hal 
Hie  interlocking  action,  thf nrese'^  m/eni°US  Mention  of 

poetry  that  aas  magically  on  shnolenv^11  °f  Catbolic  symbol  as 

tmn  of  mental  states.  His  mastSS  %  and  the  delicate  delinea¬ 
te  a  mystery  play  and  a  ne^  ^  ^ 1S  DaS  APos^lspiel  ( 1 922)  at 
^th  primitive  peasants  for  pWsT*  (£amP^)i  that  is,  one 

Hie  scene  is  a  lonely  hut  in  the  mo  rouSh  Ullage  location. 

no  one  is there  but  a  younoghl ST Tc* tbe  depth  of  winter; 

,em  to  be  &e  apostles  John  and  P  r°bbers  break  in;  she  takes 

slL  o^ -PaSSages  in  tbe  gospels  L  ^  qUCStions  tbe“  about 
hp  out  lnto  ^  dark  g  ^d  so  confuses  them  that  they 

of  he  ^  Schut^en&elsPie!  (i  9  2  f  1  is  mo7  °/  lgbt  In  tbeir  awakened 

Sr  that  W gu^^^-’^issopr^ 

°°r  saying  Heirate  mkh '  totho  ^  ber  to  stand  at  the 
to  those  that  pass  ;  this  trial  with- 
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stood  she  is  forgiven  and  admitted  to  the  ‘life-order  of  women5  - 
they  who  bear  any  fate  when  the  eyes  of  a  child  fall  upon  them  - 
by  a  sister  she  had  before  despised  as  the  mother  of  illegitimate 
children.  In  Das  Nachfolge-Christi-Spiel  (1927)  a  Styrian  nobleman, 
in  the  days  of  the  Turkish  wars,  is  nailed  to  a  cross  by  a  band  of 
marauders  and  is  so  moved  by  his  ‘imitation  of  Christ5  that  he 
prays  for  his  tormentors,  and  thus  converts  them.  With  Die  Sieben 
gegen  Theben  (1932)  Mell  turns  to  blank  verse  to  blend  the  Seven 
against  Thebes  of  Aeschylus  with  the  Antigone  of  Sophocles;  this 
play  was  overpraised  as  a  counterblast  to  the  Freudian  defacement 
of  ancient  Greek  plays  by  Hofmannsthal.  Das  Spiel  von  den  deutschen 
Abnen  (1935),  though  the  happy  ending  is  still  brought  about  by 
a  miracle  -  the  ancestors  of  a  farmer  return,  after  180  years  in  the 
grave,  to  save  a  farmer  whose  wife  hankers  after  the  evil  life  of 
towns  -  is  intermediary  between  the  mystery  plays  proper  and 
those  in  which  there  is  a  more  classic  conflict  of  human  passions. 
Mell  at  last  makes  a  bold  bid  for  the  laurels  of  the  classic  dramatist 
with  Der  Nibelmge  Not  (1942),  in  rough-hewn  verse  of  four  beats 
to  the  line.  Of  this  the  first  part  was  produced  during  the  war, 
and  was  proclaimed  as  a  Teutonic  epic  drama  worthy  of  the  heroic 
spirit  of  the  day.  The  second  part,  Kriemhilds  Raahe  (1951),  is 
generally  admitted  to  fall  off  because  the  spirit  of  it  has  something 
of  the  preaching  quality  of  the  peasant  moralities,  which  are,  in 
sober  truth,  Melks  province  by  right  of  conquest.  As  a  lyric  poet 
he  sings  the  revolving  seasons  of  Stvria  in  Das  hekrdn^te  Jahr 
(1911)  and  joy  in  earth  in  Gedichte  (1919).  Gedichte  (1928)  is  a 
selection. 


X 


COSMIC  impressionists 
and  epic  infinities 


Jn  the  occult  verse  of  Stefan  George  the  mist  is  woven  into  the 

incantation.  The earlvDoem.  nfT  j  “d, there  mto  ghost-like 
of  simphcitv;  W  the  Iure 

1897;  Der  Denker,  1901;  Die  Bltte  faCh*  ^  D*1  Sib5tfm& 
the  two  dramas  Aiol/tt  Tr  ll  r  es  Cha°sy  1905 ;  Atair,  1925; 

can  only  b ^  ^  mdA^Te^Pe!,  193  ) 

(1919)  i  a ^mviLnv  ml"  ^  ^  Hdd  **  ** 
‘Symphonic Iw  ?  ,  ^  °f  **“  First  Great  War- 
Weltgesuchte  (1007)  Aerm  ^  glVCS  t0  the  triloS:f  A^n,  der 

SyrL  (I9t  Aeon  [Sf™  ***“"»  ^  and  ^  - 
cuse,  in  the  face  of  ^  °f humanity  wedded  at  Syra- 

faring  ^  at  **  cradle  of  the  ea- 

symboh  thrCnisT^5’  ?“  m0ther  °f  ?eoPIes‘  Here  all  is 
but  of  these  women  one  is  Cb  W°  as  in  temPoraI  dramas, 

a«  (unformed  andSl^  T*  F°fm’  °r  Gothic 

and  perfect).  The  poet’s  aim  and  Greek  art  (formed 

■  P  t  S  aim’ at  whlch  he  toiled  for  fifty  years,  was 
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to  present  an  entirely  new  mythical  cosmology  which  should  pro¬ 
vide  humanity,  emancipated  from  the  swathing  folds  of  religions 
outworn,  with  a  new  doctrine  in  lyrically  tensile  sung  rhythms. 
The  salient  feature  is  that  The  singer5  with  his  ever  changing  names 
is  alwavs  Mombert;  thus  the  Aeon  of  the  dramas  is  the  Sfaira  of 
the  two  final  rhapsodies  (or  -  since  we  have  Gesang  and  Gegensang  - 
symphonies):  Sfaira  der  Alie  (1936)  is  the  last  work  published  in 
Germany,  while  Sfaira  der  Alie ,  Zweiter  Tell  was  published  at 
Winterthur  by  the  poet’s  Swiss  friend  who  had  ransomed  him 
from  a  vile  concentration  camp  in  the  south  of  France  to  care  for 
him  for  the  few  months  of  life  that  remained  to  him.  This  second 
part  had  been  partially  written  in  the  concentration  camp  and  was 
completed  at  Winterthur.  Into  it  he  had  woven,  while  still  keeping 
the  mood  and  music  of  his  c unnahbare  Sage9  9  the  moving  story  of 
his  arrest  in  1940  in  his  Heidelberg  home  and  of  his  Ab transport'. 
into  the  hall  of  books  steps  * S trammer ,  ein  feister  Fang-Ddmon ,  | 
drohnender  Schritt  -  .*  er  tritt  heran ,  |  aus  der  Gurgel  vorstrudelt  ihm 
blecbern  Gerassel,  j  flusterfs  herab  in  S fair  as  linkes  Ohr :  |  “Wirst  noch 
heuie  der  Halle  entschreiten  —  j  werden  den  Sfaira  geleiten  |  aus  dem 
Rilcber-Saal  in  Ddmon-Weiten"  d  The  quintessence  of  Mombert  is 
offered  by  himself  in  Der  himmlische  Zecher  (1909;  selections  from 
four  books)  and  the  enlarged  version  published  1952,  completed 
by  the  poet  just  before  W7orld  War  II  from  seven  books.  One 
should  have  the  imagination  with  winch  Francis  Thompson  credits 
Shelley  to  run  wild  over  the  fields  of  ether  with  Alfred  Mombert, 
to  tumble  about  in  the  reek  of  chaos,  with  one’s  head  between  the 
lances  of  the  lightning,  and  to  see  the  butterfly  moon,  diamond- 
green,  floating  over  the  skies.  But  even  the  too  wary  reader  might 
pick  out  broken  fancies  from  the  litter  of  Mombert’s  creation,  and 
take  a  joy  in  their  uncanny  evocations.  Today  there  is  a  new  con¬ 
ception  of  Mombert  as  a  man :  the  impression  created  by  his  verse 
had  been  that  he  was  a  monkish  recluse.  But  in  his  early  lyrics  a 
sensual  note  now  and  then  pierces  through;  and  in  a  recent  book, 
Alfred  Mombert.  Brief e  an  Richard  und  Ida  Dehmel  (1956)  we  find  him 
as  a  successful  barrister  and  later  as  a  man  of  means  travelling  far 
and  wide,  and  as  a  trenchant  critic  of  the  poetry  of  his  day,  includ¬ 
ing  that  of  his  best  friend  Dehmel.  The  letters  to  Frau  Isi  (p.  1 17), 
which  reach  from  1897  to  1942,  ring  with  the  ardour  of  a  passion¬ 
ate  love.  With  the  help  of  this  correspondence  the  personal  (and 
one  may  say  human)  touches  in  Mombert’s  verse  can  be  detected; 


- W 


>  mjx  1  iiKATURE 

traces  of  his  adoration  of  hi  m*,  +u  , 

and  it  forms  the  pith  and  marrow  oTone  book^n-0^  myths> 
To  go  from  Mombert  to  carl  ^ D“  Sch5Pfmg. 

escape  to  mountain  heights,  particularlv  if,  (-I®45.'I924)  is  like  an 
work,  Olympiscber  Fruhling  (1900-10)  an  enTc^f1  Witb  Ws  chief 
nnes,  into  which  ancient  mythology  is  thro  °  UmPlnS  dexan- 
Pot  to  be  created  anew  both  as  9 l' •  T  as mto  a melting- 
snowy  Alps  and  radiant  pastures  and  ^  °f  ^  SwitZerlM 
endless  struggle  with  evil  of  mind  and™  ,exTressi<m  of  the 

heights  by  beauty.  For  his  first  philosoohf 7  t0  UnscaIable 

Promtbeus  (l88i),  Spitteler  had  devS 1,^’,  ^ 

style  (ostensibly  prose  but  lyrically  tensile" 5^\Whitoanes<3ue 
common  with  that  of  Nietzsche’s  5/1  W]?ch  bad  80  much  in 
wa,  taken  t0  be  an  imitado^  8  ^o  sprach  Zarathvstra  that  it 

“  their  cult  of  the  strong  personally  Z  7  “  b°th  Works  agme 
been  published  two  years beC  °f  fact’  *  had 

aphorisms,  and  it  has  been  suggested  Stir  StGng  °f  charmed 
events  referred  to  Spitteler  as  ‘tiffing ^ ltlNletzsch^  who  at  all 
may  have  been  theborrower  bor^  StheGCWriterofbisday’ 
ideas.  Spitteler’s  Uterarische  Glet7  “  f gafds  biblicaI  style  and 
are  parables  and  allegories  -  his  mo  ^  and  Balladen  (1896) 
in  Schmetterlinge  (1889)  and"  GlnrU  5  ^ecidcady  lyrical  poems  are 
ttesymboH/m((,/Su^-y.9o6):  the 

f  Noon  and  spreads  at  his  feet  9  ™  g?CS  out  to  meet  the  King 


;  ^  opitteler  s  contrih^  7  wr  remnant 

m  fetton  and  belongs, 

school,  to  the  history  of  naturalism  tr  ln  detachment  from  the 
n  t  e  nature  of  a  running  disquisir in  S  .°,tber  <nove^  (it  is  more 
^  (1906)  is  in  the  lint &  “  mth  the  ^read  of  a  story) 
Vischer  s  'novel’  Auch  Einer  As  rePresented  by  F.  T. 

poet  with  no  pecuniary  present  aid  ‘  ^  ^  is  Victor’  a  Swiss 
At  a  mountain  resort  hehas  met  affUre  merSed  “  mist. 

tens  7  m  °*d  Minnesinger  worshm  7  and  wben  they  part 
tens  Imag0\  But  she  mltrCt^  " lmage’  which  **  chris- 

Sh?;"^  She  i$  fot  111111  n°t  Theudfb!TprOUSJ  SChoIar’  and  Aence- 

.  s  damned  to  the  stupidities  off  seuda>  an  idol  desecrated, 
social  -  ,,  ,.  _ “Plenties  offam  hr  ,  ,,  . 


i  ^ auU  rne  inanities  of 

svsrc  -  * >» 

•b«t  the  !odal  orbit  of 
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harpooned  whale’.  In  intent  the  tale  satirizes  (drastically!)  Swiss 
polite  society  and  cultural,  dubs  (.Pseuda  is  president  of  Idealia), 
and  Spitteler  romps  over  the  remembered  bitternesses  of  his  earlv 
journalistic  straggles  when,  after  he  had  thrown  off  his  parson’s 
cassock  and  returned  from  a  spell  of  tutoring  in  Russia,  he  wrote 
as  Felix  Tandem.  This  combative  tone  had  already  run  riot  in  his 
volume  of  critical  essays  Lachende  Wahrheiten  (1898). 

max(imilian)  dauthendey  (1867-1918)  as  a  bov  at  Wurzburg 
reminds  one  of  Ferdinand  Freiligrath,  Germany’s  classic  of  exotic 
poetry,  who  sat  on  a  clerk’s  stool  at  Amsterdam  dreaming  of 
yellow  African  sands  and  lithe  lions  gliding  to  reeded  lagoons  to 
pounce  on  gazelle  and  giraffe ;  but  before  Dauthendey  could  begin 
to  realize  his  dreams  of  the  far  away  he  had  to  serve  seven  years 
in  the  photographer’s  business  of  his  father.  His  novel  f Umb- 
menschen  secured  him  his  freedom,  and  the  rest  of  his  life  was 
spent  in  travel  the  world  over  until  he  died  at  Java,  where  he  had 
been  interned,  in  1918,  shortly  before  the  end  of  the  War  (his 
letters  to  Ms  wife  had  been  detained  by  the  British  censor  but, 
when  released,  were  published  in  1930  as  Mich  rift  dein  Biid).  He 
contributed  to  the  first  Folge  of  Blatter f Hr  die  Ksmsf  poems  which  al¬ 
ready  have  that  reading  of  soul  into  colours  (I . drseehmg  der  Farbefi) 

which  is  Ms  special  mark.  He  wrote  the  poems  of  Ms  first  volume 

of  verse,  Ultra  I . dole  ft1  (1893),  on  the  Swedish  coast,  ignorant  of 

the  language  of  the  country,  in  isolation  which  Rilke  might  have 
envied;  and  in  this  solitude,  he  says, 4 Farben  sangen  mid  das  Schweigen 
der  schwar\en  W alder  wards  tonende  Wonnen.  .  .  .  ’  His  intense  sensi¬ 
tiveness  to  impressions  of  nature  -  in  the  "stiff  light’  and  "steel-blue 
silence’  of  the  landscape -explains  the  extravagant  melange  des  genres 
of  Ms  early  verse :  he  makes  perfumes  and  colours  sing  and  sigh 
and  lisp  and  winds  bum.  This  experimental  svnaesthesia  makes 
Dauthendey  the  most  technically  impressionist  of  Ms  contempor¬ 
aries  :  as  a  trick  rider  he  may  ride  his  horse  to  death  but  in  the 
Mstory  of  literature  he  does  as  a  colourist  make  a  record.  There 
is  sometimes  a  magic  of  mood  in  Ms  grouping  of  csafie  Farben" ; 

Weinroi  brennen  Gewittermnde, 

purpurblau  der  Seerand. 

Hyavfnthentief  die  feme  Kilsfe. 

1  The  title  is  a  reminiscence  of  X-rays,  which  were  discovered  at  his  native 

Wurzburg. 
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Ein  Regenbogen. ,  veilchenschwul ’ 
schmiktf  durch  weihrauchblaue  Abendmlken. 


Im  Taudunhel  lacht 
eine  heisse  Nachtigall. 

This  ‘ porntilherender  Kolorismus\  which  is  influenced  by  the  paint- 

mgs  of  the  Munich  Secession  as  well  as  by  the  bright  blue  of  skv 
and  sea  by  the  Swedish  skjaers,  continues,  though  more  discreetly 
toned,  m  the  verse  of  Reliqmen  (1899);  and  here  to  the  play  with 
colour  is  added  an  intimate  note  of  personal  love  experience 

Very  sweet  (as  a  lady  might  say)  is: 


Am  siissen  lila  KleefeJd  vorbei 3 

KF  den  Tannen ,  den  ^wei , 

mit  der  Bank  inmitten , 

dort  ^ ieht  me  ein  weicher  Flotenlaut 

der  sanfte  Fjord , 

blcm  im  Schilfgrun  ausgeschnitten. 


Gib  mir  die  Hand. 

Die  beiden  Tannen  steben  so  still ' 
ich  will  dir  sagen , 

die  Stille  rings  verschweigen  will. 
Gib  mir  die  Hand .  .  . 

Gib  mir  in  deiner  Hand  dein  Her%. 


Ausgewdhlte  Gedicbte  am  nemBiichern  contains  the  best  of  Dauthen- 
S  ^3 1);  the  separate  volume 

worS^hf  i  1910)5  "  descriPtion  of  Ws  voyage  round  the 
and  Wllh  “terest  bP  reason  of  its  Whitmanesque  bulge 

mves  nsZFt  lMe  B8fj^ng  vom  Balder  auf  der  BalK  (1905) 
woodcut  mTn  4  f  Lent  ?authendey>  a  humorist  in  the  black 

myths  firsrrf?ru  s  and  Wilhelm  Busdl-  ms  verse 
Pictorial  mialiV  ^  hardness  and  are  readable  only  for  their 
!  m0T  °f  thC  Isefi°rd  in  Iceknd  form  the 
allv^b  l  ^^  i0nm  (l897);  PM/us  (i8?7)  fantastic- 
teultel  aZ  Tnc  flati°ns  of  man  “d  woman  -  the  last 
reveads  barbaT11  T  themseIves  behind  a  glacier  wall  which 

cS£ous”T"S  UrSM  in  b0®ed  of  m„dOT 
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Dauthendey’s  first  novel,  Josa  Gerth  (1892),  takes  place  apart  in 
his  work  as  being  entirely  psychological  and  having  a  German 
setting.  The  heroine,  a  highly  gifted  girl,  comes  in  her  growing 
years,  unsatisfied  and  hysterically  seeking,  in  the  very  exuberance 
of  her  girlish  ripeness  m  aunt  oil \  to  the  gradual  perception  that  the 
most  ideal  man  is  beast  by  impulse;  she  marries  a  clergyman,  and, 
after  her  first  night  of  physical  disgust,  is  estranged  by  her  con¬ 
viction  that  atheism  is  a  riper  stage  of  religion;  when  her  husband 
forbids  her  to  publish  the  book  she  has  written  to  prove  this  thesis, 
she  leaves  him,  but  returns  to  him  when  a  consumptive  botanist 
-  a  portrait  of  J.  P.  Jacobsen!  -  to  whom  she  turns,  unselfishly 
refuses  to  live  with  her.  Having  married  the  Swedish  love  of  his 
lyrics  Dauthendey  took  her  to  Mexico  in  1897,  intending  to  settle 
as  a  farmer;  but  what  the  experience  brought  him  was  his  strange 
blend  of  novel  and  travel  description,  Raubmenschen  (1911).  The 
title  relates  to  the  ostensible  theme :  The  world  is  all  rapine  (eine 
Raubwelf)  and  a  man  has  to  take  from  others  even  the  woman  he 
loves’.  The  real  interest  is  in  the  poetic  re-creation  of  Mexico  : 
tierra  calient e ,  Aztec  ruins,  and  a  curse  over  the  land.  Dauthendey’s 
colour  obsession  appears  even  in  such  a  casual  observation  as  that 
of  three  red  tomatoes,  like  red-hot  coals,  on  a  piece  of  blue  linen 
print  in  front  of  a  tawny  Indian  woman.  The  volcanic  landscape 
broods  over  the  hero’s  senses  like  a  nightmare,  and  his  timorous 
sympathy  for  the  descendants  of  the  Aztecs  with  their  demonic 
ways  puts  the  book  in  the  front  rank  of  the  Mexican  exotism  of 
the  period.  The  sensationalism  which  mars  Raubmenschen  fails  to 
grip,  too,  in  the  poet’s  two  collections  of  Oriental  short  stories, 
Ungam  (1910)  and  Die  acht  Gesichfer  am  Biwasee  (1911).  In  Lingam 
the  base  of  the  narration  is  stark  reality,  fantastic  only  because  it 
is  literally  Oriental,  and  (in  intention)  physiologically  real  because 
the  strange  happenings  grouped  as  Tingam’  -  the  Indian  symbol 
of  sexual  union  -  represent  naive  Oriental  phases  of  the  truth  that 
love  is  life.  The  tales  range  eastwards  from  India  by  way  of  Ceylon 
and  Singapore  to  China  and  Japan,  and  the  moods  and  colouring 
shift  from  country  to  country.  What  weakness  there  is  —  and  it  lies 
in  a  too  naive  wonderment  at  exotic  phases  and  a  too  physical 
interpretation  of  states  of  mind  -  can  be  best  gathered  by  com¬ 
paring  the  Chinese  tale  Im  Mandarinenklub  with  Klabund’s  Derlet^te 
Kaiser:  in  the  background  of  both  the  boy  Emperor  dies  in  the 
sinister  shadow  of  the  Dowager  Empress ;  but  while  Dauthendey’s 
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sketch  is  merely  curious  that  of  Klabund  is  both  a  W;i 
creation  ot  the  willow-pattern  conception  of  China  and  at  th  °  ^ 

“*•*  t p  •-  sug«es,ive  o/^ZTlltT; 

weS?  “  ‘T  1“  b“b“iC  WeSt>  tI,e  ^lotion  of  the  ddfcat 
webs  of  dream  by  alien  and  brute  thouo-hr  Tn rv,  a*  “1C  aeitcate 

BjT"  <***  “  1*  Bunt  disMson  or  LoZ7 ofZf' ' 

chtnoisene ;  all  is  flower-like  and  marchenhaft,  miniature  but  in? ^ 

°rrjht be  rr? to  dass  thc  ,aies 

all,  there  must  be  crude  reality  even  in  Japan  and  fe  *  1  n3lf 
dey  s  idealization  of  the  Yoshiwara  or  Hve  of  oeisha/w  K 

tune  does  to  the  green  grease  of  Venetian  canals  Neverthek« 

Si“srrZT'tf  ■ with  "f sieepy 

WSmm 

lord,  is  the  ideal  mlAge.W^a^^’^hersdf  “  h“ 

Winden  (iaX<)  handle  i  of  Geschlcht en  ms  den  vier 

to  the  shadowh  „,“;  f  “l10™-  **“  m1“°”  of  He  soul 

the  piain  solidity  “  rS,f TVT^  °f  VV°“  “* 

fleshly  passions  as  nnrl^  eve  atlon  ky  dream-vision  of 

theme  is  that  of  the  cao-eds  beasts  1  tile  insistent  main 

tastic  dreams  or  musk  Onl  ’  I"6  r  d>dng’  or  escaping  in  fan- 

finsternis  -  is  Oriental  •"  it  islmM-Jf  r°f  tblS  colIection  ~  Himalaja- 
the  district  round  Darjeeling  ^nd  ^  gh°St,Hk.e  rendenng  of 
sexual  process  bv  the  dnnkr  G’  f°r  lts  s7mbolization  of  the 
^  ^  Tibetan  amuIet  -  a  fcn»Ie 

chenjunga  mo-antic L,r  %°  01311  ~  Wlth  Everest  and  Kan- 

they  shift,  "re  veal  snowv  breasted  da^1516111^0  ***  WWch’  35 
first  flush  of  dawn.  "  d  clasping  arm  rose-hued  in  the 

i*- cosmic  ***•■ 
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biography  in  Wir  wollen  trick t  verweilen  (1915).  In  the  prose  intro¬ 
duction  to  Das  ISordhcht  (191c;  the  second  edition,  cdie  Genfer 
Ausgabe  ,  1921,  is  revised)  he  explains  the  genesis  and  meaning  of 
his  astral  system.  Sun  is  father,  earth  mother,  moon  hermaphrodite 
but  tending  to  female.  Sun  and  earth  were  once  joined,  and  the 
earth  is  still  striving  to  get  bade  to  the  sun  {/Die  Erie  braust  dew 
Sonnenlicht  enigegen,  j  A/s  floge  sie  in  des  Geliebten  Arm9).  This  is  in¬ 
deed  the  secret  of  life:  everything  that  lives,  plant  and  animal,  has 
its  flight  to  the  sun  (SonnenJIug),  so  that  existence  is  svnonvmous 
with  return  to  the  sun.  In  other  words  sun  is  God.  But  all  this,  it 
transpires,  is  an  inner  process:  and  here  we  get  to  the  roots  of 
Daubler’s  mysticism;  for  literally  he  is  in  the  line  of  the  great 
mystics,  although,  since  his  medium  of  revelation  is  poetny  his 
system  has  no  clear  lines  and  is  mingled  with  much  of  the  dross 
of  earth.  Sun  and  earth,  then,  are  within  us.  And  just  as  at  the  pole 
the  sun  released  by  the  earth  and  the  sun  of  heaven  embrace  and 
produce  the  aurora  borealis ,  so  within  us  mystic  irradiation  meeting 
God  brings  a  mystic  play  of  glory.  And  thus  the  task  of  man  is 
to  achieve  the  future  of  the  earth  by  means  of  the  aurora  borealis . 
Earth  will  again  be  luminous ;  but  the  nations  must  see  to  it  that 
this  star  of  ours  shall  one  day  be  the  brightest  of  all,  and  that  will 
be  when  forth  from  man  shines  that  sun  which  is  Primeval  Being 
(Ursonne).  From  this  (more  or  less  naive)  mysticism  Daubler  builds 
up  his  cosmogony,  which  is  often  an  orgy  of  sensuous  images: 
thus  prolific  and  glowing  India  is  the  earth’s  tribute  or  sacrifice 
to  the  sun.  And  so  Daubler  storms  across  the  face  of  the  universe, 
weaving  dream-pictures  of  clime  and  landscape.  How  many  de¬ 
voted  dreamers  will  follow  him  through  his  vasty  epic?  Picking 
up  the  three  volumes  and  30,000  lines  of  the  work  one  is  apt  to 
feel  -  as  is  the  case  with  Klopstock’s  Messias  and  Spitteler’s  Oljm- 
pischer  Fruhling  -  as  a  hen  is  said  to  feel  when  it  is  placed  with  its 
head  facing  a  chalk  line  -  hypnotized  at  the  start  of  infinity.  If, 
however,  one  frees  oneself  from  the  inhibitory  spell  and  strides 
onward  there  will  be  sudden  thrills:  evening  at  Venice  (Auf  des 
Tages  Abendsc hleppe  [  S treat  der  Mond  sein  Eichtgeschnieid.  j  Uber  f enter 
Alpenireppe  [  Funke/i  nock  das  Purpurkleid ) ;  or  some  symbolic  vision 
(Floren^  am  Htmmel  stehen  weisse  Eilien  j  Und  stromen  Pollengold 
Go  ft  empor ,  |  Auch  schlingen  Bdche  sick  me  Uchtreptilien  |  Durcb  tran¬ 
ches  burggekronte  Felsenfor );  or  that  gruesome  sonnet  (known  to 
anthologies)  of  tangled  ivy  climbing  to  the  marble  balcony .  of  the 
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Gothic  palace,  shadowy  as  a  spy  intent  on  vengeance  • 

it  gropes,  and  with  a  woman  pale  and  rigid  at  the  winrl  ^  aS 
while  the  moon  peeps  round  a  high  corner  In  tt  ™  Pane 
of  Mtt„Ib,rm,-Skh,l  (,„7)  Daubfer  anfolds  his 

‘S'  b°°k  »'ke  ^  m  “S  2’rd  s°M«tooSheJs 

(iart  I)  -  Daubler  uses  flying  as  the  complicated  a 

new  mysticism :  the  goal  of  all  dream  and  Reaming  is  a  stir  th* 

meaning  of  words :  Hymne  an  I  fatten  (1916)  Hesperionf iqi!)  T  J 

»  laShli i ”1s“."iL9,(  iial  I?5'  °f  WS  1?"C 

achievement.  y  “  (1928)  is  more  attempt  than 
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At  the  beginning  of  the  century  a  reversion  from  both  the 
rmm\  naturalistic  and  the  neo-romantic  drama  to  the  clear-cut 
JL  A.  outlines  of  classical  form  was  championed  in  theory  and 
practice  by  Paul  Ernst,  Wilhelm  von  Scholz,  and  Samuel  Lublinski, 
The  theoretical  writings  concerned  are  Paul  Ernst’s  Der  Weg  %ur 
Form  (1906),  Wilhelm  von  Scholz’s  Gedanken  Drama  (1905), 
and  Samuel  Lublinski’s  Die  Bilan %  der  Moderne  (1904)  and  Ausgang 
der  Moderns  (1908).  These  writers  demand  a  return  to  blank  verse, 
the  three  unities,  inevitability  of  the  action;  and,  while  thev  denv 
the  relativity  of  morality  which  the  naturalists  had  proclaimed, 
they  define  meticulously  their  own  conception  of  the  tragic  hero. 
Restitution  of  the  hero  is  common  to  both  impressionism  and 
neo-classicism;  but  whereas  to  the  impressionists  the  hero  is  for 
the  most  part  interesting  by  reason  of  his  pathological  and  mental 
‘otherness5  (Anderssein)  to  the  neo-classicists  he  is  the  Aristotelian 
superman  impelled  to  destruction  by  some  fault  which  is  an  in¬ 
evitable  part  of  his  own  towering  greatness.  The  neo-classicists  for 
this  reason  find  their  themes  mostly  in  history  or  legend;  and  each 
dramatist  interprets  his  theme  in  the  light  of  his  own  particular 
system  of  ethics.  Hebbel,  not  Schiller,  is  the  model;  and  therefore 
these  neo-classic  dramas  have  three  main  characteristic  features: 
(1)  the  more  closely  the  dramatists  can  apply  the  Aristotelian  tech¬ 
nique  by  contriving  the  strictest  unity  of  action  and  the  most 
drastic  simplification  of  the  plot,  the  more  perfect  they  consider 
their  tragedies  to  be;  (2)  their  characters  are  philosophically  aware 
of  their  doom  and  expound  their  Weltanschauung,  probably  in 
monologues,  in  uncompromising  philosophic  jargon;  nor  does  it 
matter  if  the  expression  of  this  interpretation  of  life  be  grotesquely 
anachronistic,  as,  for  instance,  when  in  Paul  Ernst’s  Brunhild  and 
Chrkmhild  the  protagonists  and  even  the  wakeman  on  the  wall  and 
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even  the  serfs  of  the  king  discourse  sententiously  on  the  ™  r 
X,  existence,  and  on  whether  life  is  or  is  no,  a  drL/o'/ 

LsSt  /s  r„lss://ofBie  i rTa"d  *  ^ * 

happens  is  developed  inevitably  from  what  pr/des  From  ttbM 

the  neo-classicists  take  over  the  r  i  *  om Hebbel 

individual  (as  the  representative  «rf /  1  ^ 
the  universe  (or  the  community')  Fnr  A  •  •  g  ,  bero)  and 
come  of  thes'e 

plays  there  is  consistent  interpretation  Ff+F  Hebbel’s 

which  informs  the  dramatist’s  thole  work  to 

gedies  -  in  Paul  Ernst’s  particularly  -  there  ;  the  neo'classic  tra- 

WiSeta  vontSSTs  £2/^*"  of  ^  and 
matical  or  Iomcal  rea/inl  i  .  I”'  Proceeds  by  mathe- 

prose,  and  2.1  “  S'  °f  versified 

desire  on  the 'one  hand  and  rh  confllct  between  personal  will  or 

hastheMaeXdS^X'Si*''/  the  Scho12 

power  or  powers  in  wW^  ■  j-  f  f?te  a.s  tbe  m7stenous  unseen 
helpless.  Paul  Ernst  is  a  ratiS^sTr  ^  pUppet  is 

cases  the  conception  of  traced  !f  ’  SCh°1Z  1S  a  mystic  In  botb 
totle  through Lessin^f  f  g  I7  DOt  50  much  from  Aris- 

and  taken  over  by  H?bbel  ,f?St0tk  aS  lnterPreted  b7  Schelling 
ably  repel  ^  ^ 

tastes)  as  test-pfece^  iAchemn^t^036  PkaSUre  is  in  unusual 
tragedy  as  the  achieved  harmon  g  s  dIuminatiye  interpretation  of 
and  liberty.  These  laws  Schell  ‘  ?  °f  ^  confllcting  laws  of  necessity 
necessity  conquers  because  it  tw  sa7s,  conquer  and  are  conquered : 
rrs  by  the  hlro’s  a™  t  tS  C°*- 

from  these  premises,  rejected  Wr  ? l>  pH  Hebbd l»  argmnS 
sing.  Hebbel’s  Agnes  B«Lnaner  f  g  gml  aS  lnterPreted  b7  Pes¬ 
ts  Paul  Ernst’s  Brunhild  -  bur  rh  °rmstance’  ls.not  guilty;  neither 

with  the  world-will  they  mus^pcdsh'T^  bdng “  COttflict 
consecration  of  tragedy  bv  P  h’  fnd  tbe7  must  attain  the 
other  tenet  of  Hebbel’s  which  F11^8  tbat  they  must  perish.  An- 
the  drama  in  its  totality  and  in  irt  n,e°~c  assiclsts  take  over  is  that 
^  nd  m  lts  elements  must  be  symbolical  - 
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thus  in  Paul  Ernst’s  Demetrios  Greek  helot  and  tyrant  symbolize 
the  Socialist  and  the  dictator  of  today,  while  in  his  Chrkmhild 
Gunther  is  a  symbol  for  Wilhelm  II. 

But  if,  demonstrably,  the  neo-classic  tragedy  is  based  on  Hebbel 
in  the  case  of  Paul  Ernst,  and  on  Hebbel  and  Maeterlinck  in  the  case 
of  Wilhelm  von  Scholz,  what  is  there  actually  ‘new’  or  c classical’ 
in  the  movement?  Hebbel  is  only  classical  in  the  sense  that  his 
most  mature  plays  are  in  blank  verse  and  in  five  acts;  his  handling 
of  problems  ranges  him  as  the  forerunner  of  Ibsen  and  G.  B.  Shaw. 
There  is  nothing  new  in  this  sense  in  the  neo-classic  dramas,  and 
one  is  bound  to  say  -  and  this  amounts  to  condemnation  perhaps  - 
that  their  main  interest  is  in  their  form;  that  is  to  say,  in  their 
attempt  to  show  that  the  form  actually  of  Racine  is,  by  proof  of 
logic  and  experience,  the  only  proper  form  of  modern  tragedy, 
the  only  concession  being  that  modem  philosophy  or  modern 
social  or  political  problems  must  be  read  into  the  ancient  myth  or 
the  slice  of  history  that  is  presented.  Paul  Ernst  himself,  in  his 
preface  to  Scholz ’s  Meroe\  maintains  that  ‘classicism’  is  a  wrong 
term  for  the  aims  of  the  neo-classicists,  and  that  they  seek,  in  the 
form  they  consider  most  fit  for  contemporary  drama,  merely  to 
reach  the  level  of  the  classics :  ‘nt'chf  Klassi%/smus  erstreben  mr>  son- 
dern  Klassi%itat\  Their  justification  is,  they  think,  that  they  mark 
a  return  to  the  highest  ideal  of  classic  art:  to  represent  life  in  its 
highest  possible  manifestations ;  they  would  bring  tragedy  back 
from  the  shallows  into  which  naturalists  and  impressionists  had 
dragged  it  down  by  their  denial  of  the  irrefragable  laws  of  tragedy 
as  established  by  Greek  and  academic  criticism. 

Wilhelm  von  Scholz  in  his  Gedanken  %/m  Drama  (1914)  bases  his 
system  on  the  idea  that  the  action  of  a  tragedy  concentrates  feel¬ 
ings  in  the  mind  of  the  spectator  and  that  the  catastrophe  results 
in  a  violent  discharge  of  these  accumulated  forces :  the  competence 
of  the  dramatist  is  in  the  measure  of  the  skill  with  which  he  mani¬ 
pulates  this  gradual  tension  and  happy  release.  The  eyes  of  the 
spectator  are  thus  fixed  by  the  outer  magic  of  the  drama  on  the 
events  which  unroll  the  tragedy,  and  the  inner  magic  of  its  sug¬ 
gestion  gives  him  the  illusion  that  he  is  himself  the  actor.  Thus 
there  are  in  the  theatre  two  wills :  the  will  of  the  tragedy  to  com¬ 
plete  the  action,  and  the  will  of  the  spectator  to  follow  the  action 
and  to  identify  himself  with  it.  Where  Scholz  seems  to  differ 
radically  from  the  academically  defined  Aristotelian  doctrine  is 
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that  according  to  him  the  tragic  action  derives  not  from  the  char 
acter  of  the  hero  but  from  his  fate;  the  tragic  hero  fights  his 
fate  which  is  contrary  to  his  character;  ‘Schicksal  ist  aUes  ’  The 
necessary  conation  of  the  action  is  a  situation  which  must  inevit¬ 
ably  have  the  development  we  see  in  the  tragedy,  with  conflict  nf 
two  wflJs,  really  the  conflict  between  the  will  to  self-assertiot  nd 
the  perception  of  what  is  right,  both  personal  will  and  recog4  on 
of  the  moral  law  being  equally  justified.  The  Aristotelian  canon 
of  course,  states  that  the  clash  of  characters  creates  the  situation- 
or  at  least  that,  the  characters  being  as  they  are,  in  the  given^tu 
ation  the  action  must  be  as  shown.  To  reveal  the  developmen  of 
a  character,  Scholz  argues,  is  the  business  of  the  ErKiehLZan 
whereas  tragedy  is  Fate,  which  provides  the  situation  fraught  with 
catastrophe  for  the  characters.  It  might  easily  be  shown  ?hat  this 
idea  of  fate  explains  the  failure  of  the  neo-classic  dramas  aeneralit 

lished  ^ethUSe  ^  n£gateS  that  Cksh  °f  Wills  which  Lesshig  estab- 
shed  as  the  necessary  condition  of  tragedy.  In  other  words 

ai  ure  of  the  neo-classic  tragedies  serves  to  prove  once  again  the 

irrefutable  logic  of  Aristotle  and  Lessing.  Where  there  mav  hP 

somettag  acceptable  is  in  the  interpretation  of  the  effect  of  M 

gedy:  an  elecmc  discharge  is  a,  all  events  a  cleaner  image iS,' 

a  “f  tor»dS  °f  C“harSiS  0rPUr8i°«:  ,hiS‘  « 

indeed  it  is  the  idea  wAhYeforetagt^^'"^”^ 

tains.  He  reminds  one  of  another  miner’s  son  from  the 
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same  district  -  Luther;  both  were  stubborn  champions  of an  idea, 
and  both  [ought  for  German  ideals  and  the  heroic  conception  of 
moralit}  against  wliat  cacti  took  to  be  alien  predominance.  But 
Luther  crashed  his  \\  at  to  recognition,  while  Pam  Ernst  touuht 
on  in  the  shadows.  Till  1935 :  then  he  was  raised  t*.  the  pinnacle 
oi  tame  as  the  grand  old  man  ot  righting  literature.  Gerhart  Haupt¬ 
mann  might  come  forth  from  Ms  castle  in  Silesian  mountain  soli¬ 
tudes  and  pay  lip  allegiance  to  the  Fiihrer;  he  remained  <ro/ksfrt,f/oi\ 
the  creature  of  the  jew  press,  of  jew  critics  and  lew  theatre 
directors,  the  exponent  of  polygamy,  senile  eroticism",  and  rami  3  v 
dissension;  while  Paul  Ernst,  with  his  round  face  framed  in  its 
full  beard  and  Ms  defiant  eyes,  was  the  type  oi  the  Nordic  hero 
facing  a  world  of  foes  and  fighting  to  the  last.  His  time  had  come, 
not  merely  for  national  acknowledgment,  which  he  got  (with  the 
full  blast  of  propaganda),  but  for  the  production  of  Ms  plays. 
Here,  however,  the  Nordic  theory  came  up  against  a  blank  wall  - 
on  the  stage  the  neo-classic  plays  are  .  .  .  literature.  As  a  matter  of 
fact  Ernst  s  popularity  with  the  new  regime  was  mostly  due  to  his 
political  writings:  he  had  begun,  when  a  theological  student  in 
Berlin  and  a  member  of  Durcb,  as  a  convinced  Marxist,  but  had 
progressed  to  a  kind  of  non-Marxist  Socialism,  and  had  set  down 
Ms  creed  in  Der  Zusammenbruch  des  Marxismus  (1918;  rechristened 
Die  Grundlagen  der  neuen  Gesellschaft ,  1930).1  He  shows  the  break¬ 
down  of  liberalism  in  Der  Zusammenbruch  ‘des  Idealismus  (1919).  His 
mature  attitude  to  political  problems  and  to  the  mystery  of  exis¬ 
tence  is  set  forth  in  the  imaginary  conversations  of  Erdachte  Ge- 
sprdche  (1921):  a  king  before  his  execution  bandies  arguments  with 
the  dictator  who  has  encompassed  his  fall,  Caesar  converses  with 
Antony,  Goethe  with  Eckemiann,  Hebbel  with  a  rich  youth  and 
a  poor  youth,  Mesmer  with  Swedenborg,  etc.  The  pithy  maxims 

j  The  political  philosophy  -  derived  from  Machiavelii  and  Nietzsche  -  of 
this  book  served  largely  for  Nazi  propaganda.  The  brunt  of  the  argument  is; 
there  are  two  classes  of  men,  those  bom  to  serve  (and  they  serve  so  that  they 
may  be  happy)  and  those  whose  whole  being  strives  for  leadership.  The  latter 
class  relinquish  happiness  for  power;  and  therefore  the  leader  is  by  necessity 
a  tragic  man.  This  is  of  course  also  a  canon  of  Ernst’s  dramatic  doctrine.  The 
leader  is  by  his  very  nature  an  aristocrat.  The  masses  will  only  obey  the  leader 
so  long  as  they  see  that  his  burden  is  heavier  than  their  own.  The  state  is  the 
embodied  will  to  power  and  the  embodied  morality  of  its  group  of  leaders 
and  therefore  also  of  the  people;  for  the  leaders  know  that  they  can  only 
serve  the  people  so  long  as  they  stand  within  the  people  (Volk).  The  people 
is  to  its  leaders  what  the  poem  is  to  the  poet. 
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in  short  rhymed  stanzas  of  his  Gedichte  und  Spriiche  have  been 
ranked  with  the  Germanic  gnomic  poetry  of  the  Middle  A»es; 
the  core  of  his  wisdom  here  is  what  constitutes  the  ethics  of  his 
neo-classic  plays  (‘Treue gegen  sich  selbsf) :  ‘Wer  ist  weise,  rver  ist  gut? 
W ir  nach  seinem  Wesen  tuf.  His  epic  in  three  volumes.  Das  Kaiser - 
buch  (1925-28),  chronicles  the  achievements  of  the  Frankish,  Saxon 
and  Swabian  emperors  in  plain  verse,  and  in  Der  Heiland  (1931) 
he  has,  like  the  Old  Saxon  scop  of  the  ninth  century,  Germanized 
the  Gospel  story. 

As  a  poet  Paul  Ernst  began  with  Polymeter  (1897),  a  collection 
of  verse  in  the  style  of  Arno  Holz’s  Phantasm.1  His  first  dramas, 
the  two  curtain-raisers  Lumpenbagasch  and  Im  Chambre  separee  (both 
1898)  were  in  the  strictest  Telegrammstil.  A  visit  to  Italy  in  1900 
converted  him  to  the  belief  that  the  ideal  forms  of  art  were  to  be 
found  in  ancient  Greek  tragedy  and  the  medieval  Italian  novella. 
In  1902  appeared  his  Altitalienische  Novellen  (translations)  and  two 
collections  of  short  stories :  Die  Prinsgssin  des  Ostens,  which  closely 
imitate  the  technique  of  the  old  Italian  novella :  the  narration  is 
restricted  to  the  bare  bones  of  the  action,  which  is  presented  as 
inevitable  and  due  to  fate  and  character,  and  is  kept  free  from 
psychological  and  analytical  interpretation.  Paul  Ernst’s  short 
stories  rank  prominently  in  the  renaissance  of  the  genre  which 
now  follows.  Other  collections  of  his  Novellen  are:  Die  Hoch^eit 
(1913);  Der  Pod des^  Cosimo  (1913);  Die  Taufe  (1916);  Der  Nobelpreis 
(I9I9).  In  Okkultische  Novellen  (1921)  there  is  something  of  the 
speculative  mysticism  in  which  Wilhelm  von  Scholz  was  now  an 
adept.  The  Geschichten  von  deutscher  Art  (1928)  cover  a  variety  of 
social  strata,  and  chronologically  take  in  the  period  before,  during 
and  after  the  War.  The  Komodianten-  und  Spit^bubengeschichten  (1920) 
revive  the  rogue  tale  such  as  we  find  it  in  the  anecdote  collections  of 
the  sixteenth  century,  and  have  that  disquieting  if  ironical  delight 
m  wicked  pranks  which  makes  Till  Eulenspiegel  such  a  standard 
example  of  German  humour;  the  Roman  scene  with  the  itinerant 
actors  of  the  com  media  delParte  does  not  make  the  mood  less 
German. 

In  height  of  achievement  Paul  Ernst,  though  a  pioneer  and 
theoretician  of  the  regeneration  of  the  short  story,  is  left  behind 
by  his  contemporaries,  not  because  he  is  too  faithful  to  his  theory 

Afw^/«W.PUbhShed  P°emS  °f  hlS  Phantasus  ^  in  i893  in  Bierbaum’s 
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of  objectiveness  and  concentration,  but  because  where  he  does 
infuse  his  personality  the  result  is  perfect  form  without  magic  of 
atmosphere.  When  he  began  his  experimental  renovation  the  ac¬ 
cepted  definition  of  a  Novelle  rested  on  the  formulations  of  Paul 
Heyse  and  Friedrich  Spielhagen,  which  stipulate  that  the  character 
of  the  hero  or  the  heroine,  or  both,  should  be  revealed  by  a  con¬ 
flict  which  develops  as  the  outcome  of  an  unusual  incident.1  (See 
p.  474.)  The  narrator  must  be  objective:  that  is,  he  tells  the  story 
without  putting  anything  of  himself  into  it.  The  salient  modifi¬ 
cation  of  the  technique  of  the  Novelle  now  is  that  it  is  liberated 
from  the  criterion  of  absolute  objectivity;  the  very  best  of  the 
new  Novellen  tell  a  good  story  but  are  coloured  by  the  author's 
personality  and  informed  by  his  own  outlook  on  life.  Thus  Ricarda 
Huch,  though  she  continues  the  realistic  method  of  Gottfried 
Keller,  reads  her  own  femininity  and  her  anti-clerical  bias  into  her 
short  stories,  while  Jakob  Wassermann  inspires  his  with  a  sad 
sympathy  for  the  very  soul  of  the  submerged  classes  (e.g.  Das 
Amukii ),  whereas  naturalistic  Armeleutepoesie  had  merely  recorded 
the  conditions  of  poverty.  There  is  a  marvellous  range  and  variety 
in  the  mass  of  these  contemporary  Novellen.  Paul  Ernst  leads  with 
his  revival  of  the  medieval  anecdote,  and  is  followed  by  Wilhelm 
Schafer,  who  makes  the  Anekdote  a  definite  modem  genre.  Wil¬ 
helm  von  Scholz  reads  his  modem  occultism  into  the  picturesque¬ 
ness  of  the  Middle  Ages.  Novelists  with  a  political  message,  like 
Bruno  Frank  and  Stefan  Zweig,  make  the  Novelle  poignant  with 
the  suffering  and  hopes  of  the  post-War  period.  The  greatest 
miracle,  perhaps,  is  in  the  exotic  Novelle  (Dauthendey,  Klabund) : 
the  strange  reality  of  far-away  lands  and  peoples  is  shown  through 
a  haze  of  dream.  The  Kmsilernovelley  which  we  find  Tieck  elabor¬ 
ating  at  the  very  beginning  of  the  modem  Novelle  (Das  Dicbter- 
!ebeny  Der  Tod  des  Dichters\  is  now  made  more  psychologically 
appealing;  as  for  instance  in  the  two  pictures  of  Holderlin  in  his 
madness :  Klabund’s  Holder  lift  and  Hermann  Hesse’s  1m  Presse/schen 
Gartenhaus. 

Paul  Ernst’s  technique  in  the  Novelle  may  be  gathered  from 
one  of  his  Romance  tales :  Ein  Familienbild  von  Goya.  The  poet  tells 
of  his  own  visit  to  a  Spanish  count,  the  last  scion  of  an  ancient 
race  of  hidalgos,  in  his  shell  of  a  medieval  castle.  The  count  shows 
his  visitor  the  family  portraits,  among  which  the  narrator  at  once. 

1  novel  a  =  Neuigkeit. 
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detects  a  Goya:  this  leads  the  old  count  to  tell  i 

the  ancestor  whose  bold  £ <mre  stands  out  fr  IOVC  St0ry  of 

wife  and  ten  children.  The  'strange  happening^ShTJ? 

SLdKv^d  ^  ^ 

Hartmann  von  Aue’s  Iwek  and  Corneille’s  T  ,  r J  I l  from 
be  the  direct  source  of  Paul  Ermt’c  ch  •  tiiat  may 

the  fact  that  the  Ws  ser^ ■  J  T7/  PerhaPs  indicated  by 

like  Iwein,  is  a  prisoner  in  the  lady  T  castle  Oth  "f  '  hjda,go-  'rflo> 

ts  however,  nothing  more  than  a  graceful  pretmcl  Til  h  TS 

the  landed  gentry  or  Lit!rt  TT  *  f  egfet  f°r  the  effacement  of 
Paul  Ernst  skilfully  rendem^i^nV  middle  classes; 

from  so  many  Spanish  wnrkc  a  c^°^7  theme  familiar 

Sveiopemen«'Tdl,  ^ 

greatness.  Dm  mt“'st  °f sub!“t,  but  not 

■he  pioneer  E^kimgsnll  J,  °“.°f 

sistence,  a  semi-religious  seeking  ’  h  °°  dldactlc  m- 

this  will  be  found  in  some  nan-S  happiness  with  the  idea  that 
noise  and  bustle  oftheTorM  ^  T®?®?*  reteeat  from  *e 
contribution  to  the  discussion  nf+u  ^  ^9°8)  ls  a  notable 
^(*914)  a 

distraction  by  the  development  r  ?  t0  Save  a  PeoPIe  driven  to 
^er.  Cat,  a*  _  Tr^ ~  el^3 
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Germany  in  the  War  and  the  effect  at  home.  Der  Scbatg  im  Morgen - 
isrotsthal  (1926)  and  Das  Gluck  von  Eautenthal  (1931)  also  depict 
Germany  in  the  distress  of  a  post-War  period  and  hold  out  the 
hope  of  a  miraculous  recovery;  the  Thirty  Years  War  is  no  doubt 
a  symbol  of  contemporary  conditions. 

Paul  Ernst’s  neo-classical  tragedies  have  been  criticized  as  being 
‘cold’,  ‘stiff’,  ‘anaemic’,  ‘pseudo-classical’.  He  does,  it  is  true,  elim¬ 
inate  verbal  magic;  but  it  is  part  and  parcel  of  his  programme  that 
greatness  of  dramatic  style  can  only  be  achieved  by  austere  restric¬ 
tion  to  the  bare  lines  of  the  action:  ‘Es  ist  Grosse  ( Stilgrosse ),’  he 
says,  ‘wenn  tin  Kunstler  es  vermag ,  sich  auf  die  Hauptlinien^u  bescbranhen 
nnd  alie  Nebensachen,  auch  die  bluhendsten,  duf tigs  ten,  aus^itschliessen.'' 
This  would  seem  to  mean:  let  the  dramatist  stick  to  his  plot  and 
keep  the  poetry  out.  His  first  neo-classical  tragedy  in  his  own  sense 
is  Demetrios  (1905),  yet  another  attempt  to  master  the  problem  of 
the  pretender  which  Schiller  planned  in  his  Warbeck  and  both 
Schiller  and  Hebbel  left  uncompleted  in  the  Demetrius  of  each.  It 
is  quite  in  keeping  with  the  neo-classic  manifestos  that  Ernst 
removes  the  problem  from  comparatively  modern  history  to  a 
mythical  period;  it  is  thus  easier  for  the  dramatist  to  eliminate 
milieu  and  coukur  locale  and  confine  himself  to  the  stark  ethical  out¬ 
lines.  His  Demetrios  is  a  slave  in  Sparta  in  the  second  century 
before  Christ;  he  establishes  himself  for  a  time  as  the  son  of  the 
former  king,  who  has  been  slain  by  a  usurper.  Demetrios  has  been 
brought  up  as  a  helot,  and  as  King  the  problem  for  him  is  (in  the 
terms  of  today)  how  to  raise  the  standard  of  living  among  the 
masses;  he  finds,  as  other  initially  Socialist  dictators  have  done, 
that  he  can  only  rule  as  a  tyrant;  and  his  tyranny  leads  to  the  proof 
that  he  is  an  impostor  in  so  far  as  he  is  not  the  legitimate  son  of 
the  tyrant  of  whom  he  is  the  very  image,  but  merely  this  tyrant’s 
bastard  begotten  on  a  slave  girl.  Canossa  (1908)  begins  with  a  nar¬ 
ration  of  the  horrors  of  war  which  is  lifted  bodily  from  the  begin¬ 
ning  of  Simplhjssimus.  The  ethics  are  prophetic  of  Nazi  doctrine: 
the  ‘higher  life’  lived  by  the  hero  covers  the  assumption  that 
tyranny  as  the  function  of  a  hero’s  life  is  justified.  Ariadne  auf 
Naxos  (1912)  marks  the  transition  to  a  more  or  less  new  type  of 
Ernstian  play :  ldasEr^6smgsdrama, .  The  Erlosungsdramen  -  the  others 
are  Manfred  mdBeatrice  (1912),  Preassengeist^iyif),  Kassandra  (1915), 
York  (19x7)  -  stress  the  idea  that  the  hero  is  saved  from  suffering 
by  overcoming  it.  In  Ninon  de  PEnclos  (1910)  -  the  heroine  is  the 
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famous  lady  of  many  lovers  whose  own  son  has  grown  ud  witbn  * 
knowledge  of  her  and  when  he  sees  her,  falls  madly  in  fove  with 

L  r  u  ^  n0t  CrCar  whether  the  mother  is  erldst  or  the  son  when 
he  stabs  himself.  But  here  we  have  practically  the  only  approach 

to  modem  psychology  in  Paul  Ernst’s  plays:  Ninon  ha^s  the  cold 
sexual,  experimental  curiosity  of  a  man;  hence  her  eternal  youth’ 
because  she  does  not  give  herself,  but  takes,  or  rather  tastes’ 

hfeProb  Err*’  ^  C°nCemed  WiA  thC  metaPhysical  nature  of 
kfe.  Probably  the  most  interesting  of  the  neo-classical  tnn  a- 

are  Ernst’s  Brunhild  (1909)  and  Chriemhild  { 1910).  Ernst  hacfdeak 

crmcaUy  and  suggestively  with  the  dramatic  possiS of  h 

wSr  n  D‘. j  NiMm&n:  S*#>  Drama  (x  06) 

wkch  he  incorporated  in  Der  Weg  Zur  Form.  The  chorus  like 

d  aiogue  between  retainers  with  which  the  acts  open  projects  in 
dignified  language,  in  which  Greek  idiom  is  sporadically  ixiitated 
the  dramatist  s  illumination  of  the  ensuing  action.  In  the  actual 
drama  the  language,  though  for  the  most  part  programmaS 
p  am  is  nevertheless  outrageously  undramatic  bemuse  it  plays 

rTk  Weas  on  which  Ernst  (imS 

Hebbel  s  Ntbelungen)  bases  the  deeds  of  his  protagonists  The  Web 
anschamng^  demonstrated  is  misty  enough:  themoblem  tS 
reader  is  whether  in  Brunhild  guilt  and  responsibility  for  one’s  deeds 
are  negated,  because  the  individual  does  what  his  character  make 

surprise  and  is  confusing  EmS°t  TT"  “  a 

»d  r T\suffr*s ,o * 

tn  1  aui  Ernst  is  that  his  dramas,  for  all 

tst  verachtlich  Reue;  und  die  Sebtiid  I  1st  turtinW  Tj  ^  **  er  ist’  I  Drum 

mm  1 1st  nur  etn  Wort,  das  wir  im  Traume  sprecben. 
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his  theoretic  insistence  on  the  philosophic  shaping  of  drama, 
show  no  consistency  of  views:  thus  in  the  Arthurian  comedy 
Ritter  Lanval  (1905)  there  is  clear  teaching  that  determinism  is  a 
prison  contrived  by  belief  or  fear,  but  a  prison  from  which  the 
individual  may  free  himself  as  Merlin  does,  in  the  play,  from  the 
imaginary  tower  in  which  he  is  immured  with  Viviane.  It  might 
of  course  be  urged  that  comedy  does  not  need  the  heroic  philo¬ 
sophy  of  tragedy. 

WILHELM  VON  scholz  (1874-  )  was  born  in  Berlin  as  the  only 
son  of  Adolf  von  Scholz,  who  later  was  Bismarck’s  Minister  of 
Finance.  In  his  memoirs,  Ewe  Jahrbtmderiwende,  he  has  related  what 
he  owes  to  Berlin,  where  he  was  brought  up,  and  to  the  Lake  of 
Constance,  on  the  shores  of  which,  at  Schloss  Seeheim,  he  lived. 
For  six  years  he  was  the  Director  of  the  Court  Theatre  at  Stuttgart, 
and  for  two  years  President  of  the  Dichterakademie  established  by 
the  Nazi  regime.  In  drama  he  made  a  beginning  with  a  one-act 
play,  Mein  Furst  (1898),  a  dialogue,  naturalistic  in  its  ideology  but 
not  in  style,  between  a  young  ruling  prince  and  his  old  tutor,  who 
has  been  dismissed  from  his  sinecure  because  of  a  speech  he  has 
made  in  a  Socialist  gathering;  the  tutor  expounds  the  theory  that 
either  prince  or  people  must  sponsor  revolutionary  innovations. 
DerBesiegfe  (1898)  belongs  to  that  group  of  Maeteriinckian  playlets 
ot  which  Hofmannsthal’s  Der  Tod  mid  der  Tod  is  the  crown  and 
glory.  The  central  idea  is  the  coming  of  Death:  here  he  is  a  wander¬ 
ing  knight  who  bears  on  his  escutcheon  a  crimson  rose  on  a  sable 
ground  -  love  and  death.  What  enfeebles  the  play  is  that  instead 
of  concentration  on  one  clear  idea  -  as  in  Maeterlinck’s  UIntruse  - 
we  get  a  complex  of  familiar  motifs :  in  Palestine  der  Besiegte  -  he 
has  been  defeated  by  the  paramour  of  the  chatelaine  and  is  brought 
to  her  as  prisoner  -  loved  the  Magdalene  with  her  flaming  hair, 
and  cheated  her  of  Christ;  since  then  he  wanders  the  wrorld,  win¬ 
ning  the  love  of  ladies  with  his  lute-playing;  they  bum  to  his 
embraces  but  are  chilled  to  the  bone  and  die,  while  he  escapes  as 
a  monk.  In  the  picture  of  his  riding  through  wood  and  wold  with 
Walther  von  der  Yogelweide  we  have  no  doubt  a  reminiscence  of 
Diirer’s  Knight ,  Death ,  and  the  Devil,  and  perhaps,  too,  of  Bocklin’s 
Selbstbildnis ,  in  which  skeleton  Death  is  playing  the  violin  behind 
the  painter’s  ear.  Der  Cast  (1900)  also  uses  a  motley  medieval  set¬ 
ting  for  a  dualistic  picture  of  Death  as  a  mysterious  presence 
watching  over  life.  The  originality  of  the  plot  is  dubious :  in  1896 
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Hauptmann’s  Dieversunkene  Glocke  had  appeared  -  in  Scholl 
rically  i* :  play,  four  years  after>  wf  W 

‘  d'monie  architect  building  ,  TXT 
obsessed  by  his  work  and  a,  the  same  time  tom  beLen  £  hi" 
drum  duty  to  a  fanatically  religious  wife  and  his  sensual  W?' 
a  seductive  harlot  -  like  Tannhauser  between  GoTld 
There  is  some  prospect,  as  in  Ibsen’s  Master  Builder  of  di2^' 
on  the  top  of  the  tower  when  the  work  is  completed-  W  1 
p  ague,  the  ‘unbidden  guest’,  comes  to  the  city.  There  is  a  Maetei-6 

“Sird  r tke  d’T1  °f  D“h 

Sit  iffe  IS  s”  the  star-ypointing  dreams  of  the  cteativ 
artist,  life  flares  ere  its  extinction,  and  the  austere  artist 

don  lStl7by°fmhlidS“5eS'  Agai0  *'  beau,y  of  the  “”«P- 
non  is  marred  by  melodramatic  mystifications  and  a  loose 

<■*>»  is  yetXS 

medieval  picture,  with  the  persecution  of  the  Tews  as  tfie  mfoij 

a  hospital ?trrty  S°dthat ^  Can  °Wn HS  °Wn h^^have 
than  jew,  but 

Jewish  question  the  play  has  topical  interest  today  'blood  pol! 
both  Christian 'ancJ1^  ?’•  ^  absurdities  (to  a  freethinker)  of 

brought  out  rW  u  aSSIfulated  by  any  nation  is  poignantly 
itself  7,  °  ~  Can  be  n°  homeland,  we  are  told,  where  death 

doeLS7778  m*°  ’‘T  SOi‘-  TOIc  DerJ^^l 5,17 

the  u°l:b/pT:7Xf  °f 7“  f  ™;(,’06)  °bSOT«  “the, 
of  the  neo-classical  tvne  sod  *  ^  tbou£b J:  claims  to  be  strictly 
proof  bv  practice  of'ihr’n”,  “  mor'°v“  attended  to  serve  as  the 

io  Us  C,U,hn  x„  CmTnTX  lfteeTCiated  by  ScWz 

grosses  Drama  sbielt  mit  1>W  •/  *  ,  f  tbe  actlon  ls  rem°te  (‘ein 

and  there  is  terve  r  ^  m  ent!egener  oderphantastiscber  Zeif) 

wii  .7  of  XXfd”  00n  7 t®™-  twi 

and  priesthood  each  clai  iX  7  CqUal  “  *'  otller:  monarchy 
might  be  urged  ilrelativp  *bsoht< ’  P°-“’  Paul  Ernst’s  Cm 
period  is  best  suited  to  dtaiHlh  °f— Ld“m  *lMt  a  mythical 
Meroe,  but  Ernst’s  dram,  e  . bcre  ls  tbe  same  conflict  as  in 

Vivid  by  the TeX  tXl°f  K“ser  ”d  p°t«  is  rendered  more 
5  reeling  tha,  the  conflict  on  the  stage  is  the  symbol  of 
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a  conflict  not  yet  ended.  The  lines  of  the  conflict  are  actually  more 
topical  today  than  they  were  at  the  date  of  the  appearance  of  Ernst’s 
drama,  and  the  conflict  is  practically  between  the  same  powers. 
In  Meroe  the  conflict  is  equally  topical,  but  the  remoteness  of  the 
action  veils  the  actuality;  moreover  the  'mythical’  atmosphere  is 
nullified  by  the  fact  that  King  Sarias  is  not  only  a  dictator,  he  is  a 
freethinker  as  well,  who  (in  a  mythical  period !)  tries  to  suppress 
the  church.  As  in  Ernst’s  Cams s a  there  is  a  conflict  between  father 
and  son:  the  son  joins  forces  with  the  priests,  defeats  his  father, 
but  then  asserts  his  rights  as  king  against  the  claims  of  the  church. 
Literary  interest  Meroe  certainly  has :  for  one  thing  Sdbtolz  varies 
the  soporific  regularity  of  the  German  lambendrama  by  a  free  use  of 
dactyls  and  trochees ;  for  another  thing,  with  its  pseudo-mythical 
atmosphere  and  its  barbarians  who  reason  like  Jesuits  and  with  its 
melodramatic  thrills,  it  comes  near  to  being  a  revival  of  Baroque 
tragedy.  One  glaring  fault  is  in  its  lack  of  originality:  it  has  ele¬ 
ments  of  the  Pflichtdrama  -  like  the  Prince  of  Homburg  the  re¬ 
bellious  heir  to  the  throne  recognizes  that  he  has  been  justly 
condemned  to  death;  and  there  is  no  mistaking  the  borrowings 
from  HebbeFs  Herodes  mid  Mariamne  -  in  both  the  queen’s  brother 
is  the  High  Priest  and  conspires  against  the  king,  and  in  both  the 
king’s  nearest  official  is  charged  to  slay  the  queen  if  the  king  dies 
before  her. 

In  1914  Scholz  modified  the  framework  of  his  dramatic  system 
in  the  Nem  Folge  to  his  Gedanken  \um  Drama.  His  practical  experi¬ 
ence  as  Director  (. Dramaturg  mid  Spielleiter)  of  the  Court  Theatre 
at  Stuttgart  (1914-23)  may  account  for  the  more  stage-like  struc¬ 
ture  of  the  plays  that  follow,  all  of  them  mystical.  In  his  treatise 
Der  Zufall' ,  elm  Vorform  des  Schicksals  (1923)  he  further  expounded 
the  dramatic  doctrine  of  chance  on  which  these  plays  are  based; 
he  attributes  to  chance  or  accident  a  power  which  may  determine 
the  fate  of  the  individual,  whereas  of  course  Lessing  postulated 
rigid  necessity  and  excluded  chance.  Scholz’s  conception  of  chance 
is,  however,  mystical:  chance,  being  ordained  by  Fate  and  obeying 
laws  hidden  to  us,  is  'organic’,  a  complex,  a  connected  process ; 
that  is  to  say,  a  causality  in  itself,  in  its  own  parts.  This  acceptance 
of  chance  does  at  least  justify  the  construction  of  Othello,  which 
Lessing  had  rejected  because  the  catastrophe  hinges  on  the  chance 
falling  and  finding  of  a  handkerchief.  .  . 

The  new  series  of  plays  begins  with  Verfauschte  Seekn  (1910),  an 
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aciaptadon  of  a  comedy  of  errors  by  Tirso  de  Molina*  •  an  nu 
greybeard  brings  to  an  Oriental  city  a  magic  rhvme  •  be  tb  *  °,  ^ 

K  fans  into  .  trance  and  enters  Jy  corpse  tlZtl  to 
beggar  a,  the  city  gates  roams  aboot  the  stage  in  the  k£>s  Wd  * 
and  the  htng ,» this  beggar's  body  commit,  Adultery  i°h  4  S 

ofX  a1»tagl“end  XCcSY 

bv“ea.h  4d  41  1“  w"tPpmg  bop' is  ™»lWd  instantly 

-  thf  ma?r is  “» <=*■ 

imaged  lyric  beautv  vshirh  •  J  neo"classical  elimination  of 

riamnnr  JV  PP  ach  ,to  lmPressiomsm  in  the  shadowing  of  the 
Revolution  whidi  mds  t^T1*58  ^  gatherin§  doud  of  the 

(this  again  a  continuation  of  Hebbel’sV  h  ^VCatf  a  new  Period 
holism).  Judged  bv  strict  ^  ^que  of  prophetic  sym- 

instance,  one  of  thlheroLes  dTe's  of  S'  pky  mustfaiIi  for 

likely.  That  the  action  is  comnl  *  °f  love’ wbida  is  hardly 
removes  the  play  from  tbe  P  'X  tbere  are  dve  protagonists  - 
neo-classic  type  to  almost  uncornPr°mising  concentration  of  the 
inspired  bv  events  of  theXL^^*  'DuFemcie  (l9l7)  is  clearly 
German  garrison^are^ transferred^o^6^  °n 

before  Napoleon’s  retreat  from  ft  *  <?mewilere  ln  Germany  just 
Mti)  a  heroine  who  g“S  J  “d  (a$  “  HebbeI’s 

come  by  her  physical  is  OTef’ 

revulsion  from  the  feeble  «■  *  strong  tnan,  enhanced  by  her 
n< under  (x9l8)  is  a  notabW  eat?rersbe  was  to  marry.  Das  Here¬ 
in  the  progression  from  r  °f,tbe  miracle  Pla7,  which  now, 
and  in  the  turn  to  religious  °fmannsthaPs  Jedermann  to  Max  Mell, 

1&er  „  1 1°reljglousmy^iasm  due  to  post-War  pessimism, 

Ubn  cin  ^raum  Zalamea  (i937)’ and  Das 
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becomes  popular.  The  playlet  begins  with  an  intensely  lyrical  and 
theologically  admirable  exposition  of  mystical  doctrine  by  the 
hero,  Amandus,  a  monk  who,  long  ago,  as  a  soldier  in  Italy,  had 
a  love-night  with  a  woman  and  felt  the  depths  of  his  being  stirred 
by  some  vague  awakening  of  his  better  nature;  thereafter  he 
entered  a  monastery,  but  within  him  still  bums  (more  or  less  a 
repetition  of  the  central  motif  of  Der  Besiegte)  love  for  the  woman 
from  whose  black  eyes  the  fire  of  pain  had  sent  a  kindling  spark 
into  his.  This  lovely  harlot  symbolizes  the  soul  of  man;  she  comes 
now,  a  penitent,  to  his  confessional  chair;  and,  by  some  spectacular 
hocus-pocus  -  which  on  the  stage  must  thrill  believers  to  the 
marrow!  -  she  -  the  harlot!  -  is  the  Virgin  Mary,  whose  image  in 
the  chapel  speaks ;  and  the  heart  Mary  holds  in  her  hand  she  ex¬ 
changes  for  the  heart  of  Amandus,  who  thereupon  dies.  In  Der 
Wettlauf  mii  dem  Scbatten  (1921),  a  glaring  experiment  in  occultism 
which  has  had  international  success,  a  stranger  visits  a  novelist 
and  tells  him  that  the  fragment  of  a  new  novel  he  has  read  in 
public  corresponds  exactly  with  the  events  of  his  own  life ;  he  has 
thus  a  double  existence,  that  of  his  real  self  and  that  of  his  shadow 
in  the  novel;  and  the  race  {Wettlauf)  indicates  the  dramatic  tension 
raised  by  the  problem  whether  the  further  experiences  of  real  self 
and  shadow  will  coincide;  the  novelist  goes  away  to  the  country 
to  finish  the  tale,  and  in  the  meantime  his  wife  comes  near  to 
being  murdered  by  the  stranger,  whom  she  had  deceived  in  his 
youth.  Again  life  and  novel,  by  telepathy  or  some  subconscious 
chain  of  suggestion,  correspond.  The  novelist  returns,  pierces  the 
mystery,  the  stranger  shoots  himself  (as  foreseen  in  the  novel),  and 
the  play  ends  with  the  words  Dime  !  from  the  husband  and  Morder ! 
from  the  wife. 

Scholz’s  mystical  creed  is  founded  on  the  mystics  he  edits  in 
Deutsche  Mysfiker  (1908).  His  lyrical  verse,  too,  is  much  preoccupied 
with  ideas  of  fate  and  the  beyond  (Der  Spiegel ,  1902).  His  verse 
collections  Fruhlingsfahrt  (1896)  and  Hohenklingen  (1898)  are  more 
traditional  in  theme;  Hohenklingen  has  a  medieval  background  by 
the  Lake  of  Constance.  Nem  Gedichte  (1913)  and  Die  Balladen  und 
Konigsmarchen  contain  his  most  mature  verse.  His  free  renderings 
of  medieval  lyrics  (Minnesangy  1917)  have  interest  to  the  Germanist, 
but  Schoiz’s  lyric  note  is  too  heavy  and  too  thought-bound  for 
the  floating  gossamer  of  Ms  originals.  As  a  writer  of  short  stories 
-  he  began  with  Die  Beichte  (1919)  -  Scholz  is  to  be  classed  with 
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Paul  Ernst  and  Wilhelm  Schafer  as  a  revivalist  of  the  short  m 
cise  Novelle;  but  whereas  these  two  writers  keen  to  a  nW* 
chology  Scholz  explores  the  world  beyond  the  Senses  ^  m  PS7' 
bulism,  second  sight,  subconscious  imples aSS' 
Zmschenmch  (19x9),  tales  of  the  world  between  sense  and  in^ 
Hxs  Novellen  are  collected  m  Br^ahlmgen  (2  vols  iqiq)  atlrl  rv 
Gefa^ten  (1937).  His  two  long  novels,  Perpetua  (ipk/and  Dermt 

pl  V  aIS°  bd0ng  t0  literar^  The  periocfof 

P^xs  the  sixteenth  century,  and  the  action  turns  roZ  1 

ife  oftwo  twin  sisters,  a  witch  and  a  nun  whose  souls  interchange 
Der  Weg  nach  Ilok  is  a  tale  of  Silesia  in  the  fifteenth  century  £ 

in  Bresla  ^  ^  Iega*  ^o  roots out  hemS 

Breslau,  conquers  Belgrade  in  the  Turkish  campaign  and  dies 

in  a  monasteryby  theOanube.  Scholz’s  miscellaneous  writkttr 

Ioi^D°UR  !/  range  fr°m  books  of  travel  {State  undSchlosser 
1918;  Der  Bodensee,  1020I  to  a  colWri™  u  . ^wosser, 

deutung,  i924)  ^  an  edition  o£  Getmm  hJjfh°mmS  ^ebm~ 
S^UEL  LUBLINSKI  (1868-1910),  a  distinguished  critic  (Literatur 

A  i8"’  the 

istic  nlavs  (T4  7  /  began  as  a  dramatist  with  natural- 

first  experi2rinleo9T '  ^  V°n*?ssland>  ^d  made  his 

-  i  .  0  classicism  with  Gunther  md  Brmhi/d  (iqo8) 

weak  intellectual  who  prefers  dfnwf*™"  Guntker  ls  a  physically 
is  his  strength  \  *  Wa  r  •  ^  rnac^  to  war  C1,e*  bis  weakness 
id  SiS^Sr,18  e?Tlttd  as  Pessary  to  the  action, 
(1910)  has  Frederick  IT  m  r  Guntiier-  Kaiser  md Ranker 

protagoSts  d  kS  CWeII°r  Petrus  ™  Vinea  for 

ot^^eo^ksskTi^  ,Lub^in®ki  are  non-lyrical  dramatists  the 

Mecklenburger  with  the  brood^  HANS  FRANCK  (i879-  ),  a 
has  been  brought  natUre  °f  the  Q°rthern  German, 

There  can  be  no  cornel  “  daI  ^ural  influence. 

tion  that  he  is  in  the  Un^oTHebF  W°fk  Witb°Ut  the  reaIiza' 
embodiment  in  art  of  ;d  Hjbbe  ’  concerned  mainly  with  the 
The  vei  fo  “  0?^!  ,  ’  “?  *“  these  ideas  continue  Hegel. 

Sonette,  193!)  is  HeneliatT116?  {{tdensche  Sonette>  *9*°;  Telluriscbe 

indeed  the  kev  to  all  Lie  ,  ,  A*f5  and  this  triple  formula  is 

7  to  all  his  work.  All  his  thinking  is  dualistic,  not  of 
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course  the  naive  contrast  of  qualities  of  Victor  Hugo  but  an  in¬ 
tensely  philosophical  and  dramatic  conflict  of  the  physical  and  the 
spiritual;  his  'siderial5  and  'tellurian5  cycle  of  sonnets  typify  this 
periodic  occupation  with  sky-hung  ideals  followed  by  their  real¬ 
ization  on  the  satisfying  earth,  and  his  dramas  and  tales  fall  into 
siderial  and  tellurian  groups.  His  aesthetics  can  be  picked  out  of 
his  two  novels  Das  dritte  R etch  (1921;  rechristened  Die  Stadi  des 
Elias  Hog  1938)  and  Meta  Koggenpoord  (1926).  In  Das  dritte  Reich 
a  seventeenth-century  sculptor  goes  from  his  native  Liibeck  to 
Italy,  is  overcome  by  the  art  of  the  South  and  flees  to  the  North, 
and  in  Augsburg  works  at  a  Lucre f la .  His  first  Lucretia  is  a  hot 
Southern  dame  with  the  will  to  sex  and  death;  his  second  a  crabbed 
Nordic  being  laden  with  earthiness ;  his  third  an  embodiment  of 
North  and  South,  form  and  beauty  and  will  to  truth  as  well, 
Jenseiiigkeit  and  Diesseitigkeit .  The  dualism  of  naivete  and  cerebral- 
ism  in  art  Franck  represents  by  contrasting  his  Gedanken-Denker 
from  Augsburg  with  a  Dinge-Denker  -  an  artisan  who  tirelessly 
produces;  perhaps,  Franck  asks,  there  is  a  'Third  Empire5,  in 
which  Thought-Thinker  and  Thing-Thinker  are  one?  This  dis¬ 
cussion  is  continued  in  Meta  Koggenpoord,  and  we  see  that  the 
handling  of  the  problem  in  the  two  books  is  poignantly  personal: 
he  whose  productivity  has  been  hampered  by  meticulous  thought 
has  now,  settled  as  he  is  by  the  shores  of  his  Mecklenburg  lake, 
found  the  synthesis  he  had  longed  for.  His  heroine  Meta  Koggen¬ 
poord  is  a  portrait  of  the  painter  Paula  Modersohn-Becker  (p.  322, 
note),  who  painted  simple  things  full  of  eternity,  real  things  in 
which  reality  is  transfigured.  Here  we  have  Hans  Franck’s  rejec¬ 
tion  of  naturalism  as  mere  transcription  of  phenomena  and  of 
expressionism  as  mere  preaching  of  ideas.  The  'Third  Realm5  of 
artistic  creation  is  this  synthesis  of  soil  and  radiance,  this  irradi¬ 
ation  of  Sein  and  Schein ,  this  radiance  which  is  itself  the  meaning 
and  the  interpretation  of  the  thing.  Such  syncretism,  too,  is  the 
aim.  of  a  later  novel,  Sebastian :  Der  Gottsucher  (1949),  the  hero  of 
which,  first  a  Catholic  and  then  a  Lutheran,  renounces  both  these 
dogmas  to  dream  of  a  Church  in  which  all  that  is  basically  true  in 
all  religions  shall  meet  and  fuse.  Franck’s  dramas  are  helped  by 
his  technical  knowledge  of  the  stage  acquired  as  Dramaturg  at  the 
Diisseldorf  S chauspielhaus — he  threw  up  this  post  when  the  Rhine¬ 
land  was  occupied  by  foreign  troops,  and  settled  in  Mecklenburg. 
His  first  group  of  plays  are  siderial.  Herzog  Heinrichs  Hein/kehr 
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(191 1)  is  a  typical  Ideendrama  of  Hebbel’s  type.  His  most  im,,.  .• 
*”*•,  .(•»>*  «  of  a  series  ofVtl  ““  J  e2 

theme,  is  distinguished  by  its  skilful  motivation  of  the  ride§the 
conflict  is  that  very  modern  one  of  the  sensitive  wife’s  resistant 
to  the  sexual  aggressiveness  of  her  husband  and  of  his  insistence 
on  his  legal  rights:  here  the  legend  and  the  medieval  atmosphere 
merely  serve  to  give  a  discreet  remoteness  to  the  actuality  of  the 
problem  (that  of  Soames  and  Irene  in  The  Forsyte  Saga).  Franck’s 
soluuon  is  m  favour  of  the  husband;  which  is  good  Nai  docTrLe 
he  intention  is  to  show  that  in  the  complicated  dualism  of  male 
nd  female  physical  and  spiritual  forces  repel  and  attract  each 
m°te  °r  1CSS  shadows  Hebbel’s  Gjges  und 

xperiences  which  waken  her  to  woman.  In  the  comedy  Martha 
und  Marta  (i9zz)  the  theme  is  again  the  rights  of  the  flesh.  Franck’s 
tellurian  dramas  are  deepened  by  his  experiences  of  the  War  his 

d^ned in Mein Kriegsbuch  (19x6).  In Freie 
Knechte  (1919)  the  third  and  last  son  is  called  up  on  a  little  farm  in 
Mecklenburg  There  is  a  dualism  of  a  mother  -  representedZ “ 
striking  drawing  by  Ernst  Barlach  -  calling  on  mothers  to  ry  w  th 
rjff  pRfher ^  than  kill!’  and  the  counter-cry  of  spirit  which 

M  the  1  tan  IS  f  auy  f°r  Sacrifice- In  Klaus  1925)  we  have 

“  the  last  act,  the  birth  of  ‘the  new  man’.  The  hero  -  a  f™ 

doctor  whose  concern  is  bodies  and  who  mocks  at  ‘souls^-  is 
sue°dbv  reaht°n  K  deUtSche  Michel’> the  eternal  dreamer  pur- 

in  tie  wS  £  ne'rfh  “'I? aT  ^  ^  Sacrifice  for  °Ls 

land  Kamyb  5  iT"  es’  kut  two  sons  find  salvation  on  the 

® <,926)  is  “otta  s*™=  pay.  m„ 

SK P°“  oa  ““  ‘age  «*  a  political  agitator 

Nazi  idea  tLt  poem 'aid  Sihed  m?utl'p“ce  for  thc  specifically 

Great  War  Fran  i  ^  atherland  must  be  one.  After  the  First 

S> T i  ™  *  P?Mc  Writ“  °f  patticularl,  of 

moie  f  “°ltales  °f  *“*  (.928)  he  once 

ste!  tme  W  ,?  *•  cf*'  US  d°C,li”  °f  the  Mon  °f  oppo- 

physical  experi’enmpMsis  tilh  “Ft”®. !S  the  bridge  by  which 
which  is  the  svmhA  f  tde  sPmtU£d;  love  is  the  pentagram 

body  SotiSias  ?e  7S,“yi  emb0dled  Spi“  ”d  ^“.uaied 

,  yQ  cJC  “  the  thesis  ma7  seem  it  is  illustrated  by  exempla 
(1779);  JosrfLaufftnovef1 'H^Coeli^^  C"J  in  Wa^ksbin 
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varying  in  mood  and  scene:  a  European  woman  may  dissect  the 
love  she  takes,  whereas  in  climes  where  human  nature  is  lovely 
and  strange  as  the  landscape  that  moulds  it  (as  in  Java)  the  maid 
opens  herself  out  to  love  which  enters  and  possesses  her  ;  thus  in 
these  tales  - we  have  a  further  dualism  of  Nordic  and  exotic.  Stories 
built  up  so  elaborately  on  ideas  are  apt  to  prove  wearisome,  and 
it  cannot  be  said  that  Hans  Franck’s  long  novels  are  an  exception 
to  the  rule;  in  a  short  story  on  the  other  hand  the  significance 
given  to  the  necessarily  concentrated  story  may  make  it  memor¬ 
able  (even  Mdrchen  -  say  The  Ugly  Duckling  -  may  be  better  for  a 
meaning);  and  if  in  Franck’s  Der  Regenbogen  (1928)  the  beauty  of 
the  idea  rather  spans  the  group  than  illuminates  the  series  of  seven 
times  seven  short  anecdotes,  it  does  stay  in  the  memory  as  a 
colourful  symbol  of  that  idealism  which  binds  earth  and  heaven 
over  all  the  seven  periods  of  German  history  and  the  panorama 
of  German  landscape.  Zeitprisma  (1932)  is  a  collection  of  thirteen 
times  thirteen  anecdotes  of  a  similar  tendency  -  German  fate  and 
character  are  refracted  in  the  evolutions  of  periods,  but  the  prism 
is  ever  beautiful.  The  novel  Reise  in  die  Ewigkeit  (1934)  recounts, 
looking  backward  from  the  day  of  his  death,  the  life  of  J.  G. 
Hamann,  the  ‘magus  of  the  North’. 

Several  other  dramatists  stand  between  impressionism  or  expres¬ 
sionism  and  neo-classicism.  They  are  too  vigorous  to  be  classed 
as  neo-romantics  but  not  too  lyrical  and  romantic  to  be  ranged 
with  the  neo-classicists.  In  the  work  of  two  Rhinelanders,  Herbert 
Eulenberg  (bom  Mixhlheim  a/Rh.)  and  Wilhelm  Schmidtbonn 
(= Wilhelm  Schmidt  aus  Bonn)  there  is  a  strong  personal  note: 
both  are  inspired  by  their  own  upwelling  lust  of  life.  Eulenberg’s 
characters  have  a  passionate  greed  of  animal  experience  -  they 
would  live  in  the  fire  of  their  own  wild  hearts  'like  a  salamander’, 
while  Schmidtbonn’s  general  theme  is  the  grasping  at  happiness 
and  brilliance  of  existence  of  characters  who  refuse  to  be  thrust 
down  into  the  shadows.  The  key- word  of  Eulenberg  is  Leiden- 
schaft ;  of  Schmidtbonn,  Gluck. 

wilhelm  schmidtbonn  (1876-1952)  has  certainly  nothing  of  the 
cerebral  planning  of  construction  which  is  the  hall-mark  of  the 
neo-classicists:  he  builds  up,  not  to  mathematical  symmetry  of  a 
whole  but  to  the  thrill  of  lyrically  heightened  and  startling  situ¬ 
ations.  After  naturalistic  beginnings  -  the  drama  Die  goldene  Tur 
(1904)  and  the  Rhineland  stories  Uferleute  (1903)  and  Rahen  (1904) 
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-  he  broke  through  with  Mutter  Landstrasse  (i9o4)  whicb  lu 
Reinhardt  produced;  it  gives  a  new  ending  and  the  ^ 

son-father  conflict  to  the  legend  of  the  Prodigal  Son  -  wh^  ^ 
wanderer  returns  his  iron-cast  father  turns  him  awav 
door:  there  can  be  no  reconciliation  between  the  world  oGd  ^ 
ture  and  that  of  duty.  In  Der  Graf  von  Gleichen  (1908)  S  tot?' 
questions  the  traditional  morality  of  the  legend  of  rK*  “ * 
two  wives:  his  hero  has  love  enough forXlro 
wife  inevitably  murders  the  Saracen  woman,  whereupon  the  Cm 
sader  leaves  her  to  eat  her  heart  out  and  rid^  awayTo  the  mv^ 
East  once  more,  with  the  squire  who  had  been  with  him  in  allbk 
campaigning  -  and  this  squire  is  Death.  Der  Zorn  de  f  jT/,  f 
aims  at  classic  heights,  and  does  certainly  achieve  occasionaTmon9 
mentality  of  expression.  Achilles  is  very  German  -  bluff  and  hi  j' 
angular  and  awkward;  he  has  to  learn  that-  ~  .  uffand  blond, 

hemmed  in  by  other  wills;  his  anger  is  like  the  rald™^1112111 1S 

ficent  m  its  force  but  breaking  itself  against  the  hard  focks  Slkt" 
In  his  second  handling  of  the  q  ^  *act* 

Ss:“s"s-;i£!i"5S 

bound  for  Peru  P  (.I923)  ts  a  drama  of  emigrants 

normally  passionate  charEteT  Not  fpreSflS.ion  of  ab' 

equally  strong  wills  attract,  v”  u  ^  poIsed  conflict  of  two 
his  heLes  of  dSre  and  d  ^  b*the  conflict  in  the  breast  of 
He  probes  ‘the  most  travir^d^  gnm  hardness  of  reality. 

taSS  'Isr*  oCh'manitf‘ 

varying  phases,  the  tragically  lonely  man  dn  H<\dep*Cts,’  m  evcr 
his  own  inhuman  humanity7  or  i-hJlT  i’ d  °med  to  eolation  by 

his  own  frustration  and  dtW  k  k  0ne^y  sPlrh,  brooding  on 

-  “SfiSrsr 

W  (I898),  ^  s  £ 


impress  of  Webster  at  his  wildest  in  Anna  Wakwski  (1899).  He 
calls  Anna  Wakwski  a  'Studentendrama'  -  he  was  twenty-three  when 
he  wrote  it;  and  certainly  the  style  is  sufficiently  hursehikos  to  re¬ 
mind  one  of  Schiller’s  Die  Rauber,  particularly  at  the  end,  where 
the  hero  sets  off  to  join  the  bandits.  In  the  preface  to  the  revised 
second  edition  Eulenberg  states  that  the  diction  is  stylized  to 
reveal  in  every  sentence  ‘horror5  (it  is  significant  that  he  uses  the 
English  word)  at  the  fiat  language  of  common  life ;  the  hair-raising, 
however,  comes  not  so  much  from  the  burning  strangeness  of 
language  -  in  which  the  play  is  enwrapped  as  in  the  shirt  of  Nessus 
-  as  from  the  subject-matter:  this  is  double  incest,  that  is,  incest 
which  differs  from  the  Cenci  story  with  its  violation  of  the  female 
in  that  daughter-complex  and  father-complex  meet  with  equal 
flame.  There  is  dramatic  power  in  the  characterization  of  the 
father,  the  ‘lonely  lion5  whose  demonic  power  stands  as  a  symbol 
for  the  suppressed  heroism  of  the  Polish  nobles  as  well  as  for  the 
revolt  against  the  moral  law;  and  the  gloomy  Polish  castle  hid  in 
its  wet  woods  where  wolves  prowl  is  a' fit  setting  for  the  unnatural 
crime.  Munchhausen  (1900),  with  its  glorification  of  the  legendary 
liar,  is  a  denial  of  naturalistic  truth:  there  is  the  mood  of  Cyrano 
de  Bergerac,  of  the  poet  who  rises  to  beauty  in  the  frantic  fever 
of  his  dreams,  in  the  lyric  inventions  of  this  Hanoverian  junker. 
Ritter  Blaubart  (190.5),  a  cMdrchenspiel\  challenges  comparison  with 
Tieck’s  and  with  Maeterlinck’s  plays  on  the  same  theme.  There  is 
a  Shakespearian  blending  of  comic  and  tragic,  particularly  in  the 
funeral  scenes,  but  through  all  the  play  quivers  the  mental  torture 
of  Bluebeard  because  women  remain  a  mystery  to  him:  what  were 
their  dreams  of  love  before  he  gave  them  the  reality  of  love  ?  In 
Simson  (1910)  the  demonic  character  of  the  hero  is  a  symbol  for 
the  artistic' temperament  enslaved  by  sex:  Samson  is  a  man  of 
men,  but  his  love  for  Delilah  levels  him  to  a  beast  thirsting  for 
water  in  the  desert.  Die  Insel  (1919)  is  yet  another  attempt  to  re¬ 
create  the  mood  and  story  of  The  Tempest1  Parallel  with  these  lurid 
studies  of  demonic  natures  goes  a  series  of  obscenely  witty  or 
strangely  romantic  comedies  or  tragi-comedies.  Der  na  fur  Hebe  Vater 
(1907)  delighted  Wedekind.  Miickentan, %  (1922),  clearly  influenced 
by  Stemheim’s  anti -Burger  literature,  has  literally  the  construction 
of  a  Sturm  md  Drang  play;  it  is  full  of  the  humour  of  the  brothel. 
After  Alles  urn  Geld  (1911)  Eulenberg  scored  his  first  stage  success 

1  See  pp.  33,  38, 
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with  Belinde  (1912),  a  very  original  handling  of  the  Enoch  /Ww 
theme.  Belinde  has  married  for  love,  but  hef  husband  is  poof Z 
he  oves  her  so  much  that  he  leaves  her  for  ten  years  to  make  Hs 
fortune.  It  is  m  keeping  with  his  character  that  he  does  not  write 
but  he  is  sure  of  her  fidelity.  Her  starved  senses,  however  yearn 
for  love,  and  she  gives  her  heart  to  a  boy,  who  moreover  ; 

Tffi  m['  KUt  °njthf  eV?  °,fthe  marriage  the  lost  husband  -  he  has 
cially  been  declared  dead  -  returns.  The  lover  agrees  to  an 
American  duel;  he  loses,  and  shoots  himself.  The  whole  forceS 
the  drama  is  now  put  into  the  conflicting  feelings  of  Belinde  She 
loves  her  returned  husband  and  longs  for  him,  but  she  shoots 
herself  for  very  shame.  The  action  might  be  sordid,  but  there  is  a 
transposed  Elizabethan  mood  of  mystery  over  it:  the  characters 
move  like  ordinary  beings,  but  over  volcanic  passions.  As  a  writer 

£wIbSt°P  e/lElfenberg  aimS  firSt  °f  aH  at  the  ‘unerhorte  Begeben- 
hne  of  EC  ^  A  ZL  So^b^  Geschichten  (1910)  are  fn  the 
_  '  '  A"  hioflmann,  though  the  mystery  is  pathological 

rather  than  suprasensual :  there  is  a  duel  between  women  -  anold 
shepherd  loves  and  fondles  under  the  moon  a  beautiful’  female 
corpse  he  has  found  washed  up  naked  by  the  river;  a  man  of  model 
behaviour  must  every  three  weeks  or  so  have  a  Heiiovabalic  Syht 

tne  isyche  and  Amor  or  Melusme  motif.  Others  of  the  tales 

wi,hit0schS'uSfd^St”rWm  ScTer's  re- but 

nretoi-;™  maacticism  -  there  are  such  episodes  (inter- 

Wr  “  SAP"~ 

Kars  chin  (this  tale  is  delight  fid  Rn  ^  Tt, helratfe=  Glelm  und  die 
close  in  theme  to  Thomas  M  co,cor}-flatens letZte Kiebe  comes 
Schiller’s  w^nv  nO  T  *  Tod  in  Venedi&  ^  tale  of 

Dri  T he  u  °e  of  l  l?  ^  imPHcations  of  the  Ehe  Ku 

band  of  accesTat^tatPfO^  USlnC- mot^  7  the  “hibition  to  the  hut 
monthlv  periods  Tbe  *S  US£<^ anot^er  tale  to  symbolize 

pathological  theme  The  nr,  1  v  St^es  m  tFe  period  of  this 
the  satirical  vlluSonnf  *a7**?***  *•  (i9»)  revives 

turv  Vlohkat^  Weihertmt^1^0  ^  “  Flschart’s  sixteenth  cen- 

The  dramas  of  ed0„d  stucken  (u«,.i9jq  perhaps  mhet 
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completely  romantic  than  neo-romantic,  for  he  finds  his  themes  )£• 

for  the  most  part  in  the  age  of  chivalry  and  keeps  its  romantic 
trappings  and  sentiment;  indeed,  in  his  colouring  and  metrical  | 

dexterity  he  is  both  a  Tennysonian  and  a  Pre-Raphaelite.  Instead  of 
the  congenital  morbidity  of  the  neo-romantics  he  has  the  morbid  |f 

sensationalism  of  the  occultists ;  where  he  touches  the  neo-classicists  „| 

is  in  his  elaboration  of  symbol.  Between  1902  and  1916  he  wrote  |j 

a  cycle  of  plays  which  he  loops  together  as  Der  Gral\  for  these  he  JJ 

devised  a  strange  dramatic  metre  by  adapting  the  Nibelungen 
strophe.  In  their  period  these  plays  surprise  by  their  ascetic  note;  yj 

if  Stucken  were  a  greater  poet  one  might  call  him  a  spiritualized 
Tennyson;  from  Tennyson  certainly  he  takes  over  the  pretence  of 
heroic  purity.  The  prelude  to  the  cycle,  though  it  did  not  appear 
till  1913,  is  Merlins  Geburt.  The  first  in  date  was  Gawan  (1902),  the 
central  idea  of  which  is  that  the  saintly  hero  is  tempted,  as  Job 
was,  by  the  devil.  The  dramatic  problem  is  loosely  grasped:  the 
play  is"  a  confused  blend  of  the  medieval  pacts  with  the  devil,  in 
which  the  sinner  is  saved  by  the  direct  mediation  of  the  Virgin, 
and  the  modern  Pflicbtdranw,  but  the  Virgin  herself  acts  by  ar-  ; 

rangement  with  Death  or  the  Devil  as  a  decoy,  not,  however,  as  ■  | 

in  Wilhelm  von  Scholz’s  Das  Hengvunder  as  love  that  yields,  but  : 

because  she  knows  Gawan  cannot  succumb  to  the  call  of  the  flesh; 
that  is,  logically  she  saves,  not  a  repentant  sinner,  but  one  who 
cannot  sin;  and,  though  Gawan  first  shrinks  from  death  and  then 
faces  it,  it  is  ‘purity’  and  not  the  idea  of  duty  which  is  put  forward 
as  the  fheme  of  the  play.  In  the  longTdrawn-out  temptation  scene, 
heightened  by  fleshly  tints  and  fainting  rhythms  (Marie,  bending 
over  Gawan  as  he  lies  in  bed,  clings  to  his  lips  with  a  vampire’s  , 

kiss  and  meshes  him  in  the  net  of  her  golden  hair)  the  duahstic  j 

argument  between  chastity  and  sin  rolls  to  and  fro.  Stucken’s 
source  was  Jessie  Weston’s  version  of  the  Middle  English  poem 
The  Green  Knight.  The  Grail  plays  culminate  in  Lancelot  (1909),  in 
which  the  hero’s  love  for  Ginevra  and  Elaine  symbolizes  the  dual¬ 
ism  of  self-expression  and  renunciation.  Astrid(  1913)  handles  the 
Brunhild  motif  in  an  Icelandic  setting;  with  Die  Gesellscbaft  des  , 

Abbe  Chateauneuf  we  come  to  Ninon  de  1’Enclos  again.  Stucken  is 
known  internationally  by  his  historical  novel  Die  veusen  Goiter 
(1918),  the  first  of  a  long  series  of  such  presentations  of  history 
which  rely  for  appeal  as  much  on  sensational  sex  episodes  as  on 
the  coloration  of  history.  The  novel  shows  Stucken’s  familiarity 
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with  the  medieval  verse  epics :  the  mass  of  it  has  the  motley  multi¬ 
fariousness  of  exotic  adventure  of  the  Ritterepos  and  is  shot  through 
with  decadent  crazes  such  as  brother-and-sister  incest,  the  sex 
appeal  of  a  hermaphrodite,  a  black  mass  sadistically  detailed  (one 
of  the  most  perversely  elaborated  episodes  in  the  often  lurid  litera¬ 
ture  of  the  period).  There  is  dovetailing  with  Gerhart  Haupt¬ 
mann’s  Mexican  play;  and  indeed  Hauptmann  is  credited  with 
having  delved  into  the  novel  rather  than  into  Stucken’s  source 
Prescott;  and  this  should  hold  good  of  Indipohdi  as  well.  The  dif¬ 
ference  from  Gerhart  Hauptmann’s  picture  is  that  the  sympathy 
is  altogether  with  the  Spaniards:  they  are  brutal,  but  they  are 
Christians ;  indeed  the  chief  interest  of  the  book  lies  in  the  heaped 
horrors  of  the  sadistically  pictured  heathen  practices  of  the  Aztecs : 
e.g.  a  prince  is  forced  to  eat  his  slaughtered  wife’s  organs.  As  in 
Gerhart  Hauptmann’s  Der  weisse  Heiland  the  coincidences  of  Mes¬ 
sianic  and  Aztec  legend  are  brought  out.  Larion  (1926)  depicts  the 
turbid  religious  psychosis  of  old  Russia;  since  Stucken  was  born 
in  Moscow  the  data  of  the  novel  should  have  authenticity,  but  the 
interest,  as  in  Die  weissen  Gotter,  is  in  religious  sadism  -  here  we 
have  the  Satanic  cult  of  a  sect  who  castrate  themselves.  1m  Schatten 
Shakespeares  (1930)  describes  the  London  of  James  I.  Giuliano 
C1 93  3)  belongs  to  the  Renaissance  craze. 

The  neo-classic  programmatic  chastening  of  form  does  not 
appear  more  in  the  drama  than  in  the  Novelle,  and  here  Wilhelm 
Schafer  and  Rudol f  Binding  take  equal  rank  with  Ernst  and  Scholz. 
wilhelm  schafer  (1868-1952)  has  pleasantly  told  the  story  of  his 
ancestors  in  Meine  Eltern  (1937)  and  his  own  story  in  Lebensabriss 
(1918)  and  MeinReben  (1934).  As  a  delineator  of  his  native  Rhine- 
land  he  belongs,  though  loosely,  to  Heimatkunst ;  while  resident  at 
Diisseldorf  at  the  beginning  of  the  century  he  edited  the  journal  Die 
Rheinlande.  He  was,  to  begin  with,  an  elementary  school  teacher, 
and  his  insistent  didactic  note  derives  perhaps  from  the  peculiar 
saturation  with  the  teaching  microbe  of  this  vocation.1  His  style 
shows  the  professional  grammarian’s  command  of  sentence-build- 
jn§>  but  he  eschews  what  he  considers  to  be  unessential  graces 
such  as  mood-painting.  He  has  the  medieval  conception  of  the 
story-writer’s  technique  that  not  the  mental  life  of  the  characters 
ut  t  e  events  they  experience  should  hold  the  interest  of  the  nar- 


0f  the  period  aite  °tto  Ernst,  Hermann  Stehr, 
Heinrich  Sohnrey,  Friedrich  Gnese,  Use  Frapan,  Hermann  Claudius. 
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ration  and  therefore  it  is  not  surprising  that  he  should  have  made 
;necialitv  of  what  is  a  medieval  genre,  though  he  is  no  doubt 

\  y  1  •  c^nnlpr!  "himself  on  Tohann  Peter 


a  s 


mstified  in  his  claim  that  he  schooled  himself  on  Johann  Peter 
Hebei’s  Schat^kastkin-.  his  Anekdoted 1  are  miniature  stories  much 
as  are  to  be  found  in  sixteenth-century  collections  of  facetiae  such 
as  Kirchhoff’s  Wendunmut,  to  which  Paul  Ernst  acknowledged  his 
debt  The  modern  element  Schafer  adds  to  the  genre  is  that  of 
natriotic  selection:  his  aim  is  to  show  the  heroic  qualities  of  the 
German  race  in  episodes  from  the  lives  of  its  famous  men  or  from 
aeneral  types  of  German.  This  racial  bias,  of  course,  explains  the 
tendency  to  over-estimate  him  in  the  Nazi  period;  an  impartial 
iudmnent  would  deny  him  more  than  the  rank  of  a  popular  story¬ 
teller  but  acknowledge  the  academic  interest  of  his  re-creation  of 
the  Anekdote.  For  this  his  mode  of  composition,  as  stated  by  him¬ 
self  bears  analogy  to  that  of  the  neo-classic  dramatists he  takes 
a  known  story,  his  ‘Staff’  (and  therefore  fertility  of  imagination  is 
not  to  be  expected),  and  restores  the  bare  lines  by  stripping  off  all 
accretions  till  nothing  remains  but  the  decisive  action  (die  Ent- 
seheidung ’),  which  corresponds  to  the  catastrophe  m  a  tragedy ,  an 
this  he  heads  and  tails  with  the  shortest  possible  approach  to  it 
and  a  hint  of  what  is  to  follow,  morally  spiced  either  by  way  ot 
introduction  or  dismissal  of  the  theme.  What  is  needed  in  such 
a  genre  is  the  power  of  swift  characterization  so  that  not  the 
event  so  much  as  the  victors-  over  the  even,  by  the  character 
should  remain  as  pattern  and  example  in  the  reader  s  mind.  The 

schoolmaster’s  determined  inculcation  ofvirtueisyet  more  glaring 

in  Drthehn  Bucher  der  deutschen  Seek  (1922),  which  (written  in 
period  of  national  despondency')  proclaimed  a  sturdy  taithin  racial 
excellence  and  proved  this  to  exist  in  the  great  men  a 
event  Xt  have  shaped  the  destiny  of  the  Germans  from  Nordic 
myth  to  the  mistakes  of  the  present.  Schafer  was  a  pioneer 00 m 
the  field  of  the  vie  romanceev  but  here  his  purpose  is  still ^educa 
tional.  In  Lebenstag  eines  Menschenfreundes  (1 9 1 5)  ®  } 

story  of  Pestalozzi,  while  in  Karl 

titious  autobiography  of  the  Swiss  painter  Stauffer-Bem),  It  inckel 
*  Deutsches  Anekdotenbuch,  edited  by 

(1938),  is  an  anthology  of  short  stories  m  ^  ^  following  volumes  were 
of  Schafer’s  Anekdoten  appeared  in .19  ,  ®  .  Wendekreis  neuer  Anekdoten 

(London,  1938). 
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maims  Ende  (1925),  Holderlins Einkehr  ( 1925),  and  Die  Missgeschickten 
(1909)  he  does  his  bit  for  the  Kiinstlernovelle.  There  is  still  more  of 
his  own  earnest  self  in  his  novel  Huldreich  Zwingli  (1 926),  his  tribute 
to  the  Swiss  reformer.  His  genial  Rhineland  humour  comes  out 
in  his  novel  Der  Hauptmann  von  Kopenick  (1930).  The  short  stories 
Die  unterbrochene  Rheinfahrt  (1913)  and  Anckemanns  Tristan  (1936) 
have  more  invention. 

There  is  no  reason  to  think  that  modernity  of  outlook  or  of 
vision  is  necessarily  bound  up  with  irregular  form;  there  are  in¬ 
deed  a  group  of  poets  -  we  may  call  them  traditionalists  or  neo- 
classicists  or  neo-Hellenists  -  who  express  the  moods  of  today  in 
classically  chiselled  moulds  (Rudolf  Borchardt,  Felix  Braun,  Josef 
Leitgeb,  Hans  Leifhelm).  But  there  are  likely  to  be  subtle  modula¬ 
tions  of  rhythm  which  reveal  a  new  relation  to  nature  (Wilhelm 
Lehmann)  or  to  social  problems  (F.  G.  Junger)  or  even  to  religion 
(R.  G.  Binding,  R.  A.  Schroder,  Josef  Weinheber). 

RUDOLF  GEORG  binding  (1867-1938)  was  born  in  Basel  as  the 
son  of  a  famous  father,  the  professor  of  criminal  law,  Karl  Binding. 
He  read  law  at  Leip2ig,  and  turned  from  this  to  medicine,  again  a 
vain  study;  what  made  him,  he  says,  was  riding.  He  had  been  fond 
of  horses  from  boyhood;  and  he  sings  their  praises  in  his  Reitvor- 
schriftfur  eine  Geiiebte  (1926):  riding,  he  says  in  this  prose  poem, 
disciplined  and  steeled  him,  taught  him  patience,  the  love  of  all 
that  is  untamed.  His  love  of  sport  comes  out  again  and  again  in 
his  fiction:  riding  and  swimming  in  Opfergang,  fencing  in  Die 
Waffenbruder.  At  forty  there  was  a  psychic  crisis  in  his  life;  resi¬ 
dence  in  Italy  saved  him.  A  visit  to  Greece  put  the  finishing  touch 
to  his  transformation;  here  he  realized  that  great  art  is  timeless 
and  ever  near  to  men,  ‘ wahrbafte  Gegenwdrtigheif .  The  final  phase 
of  his  mental  growth  was  the  War,  through  which  he  served  as 
an  officer  of  dragoons ;  his  experiences  he  related  in  Am  dem  Kriege 
(1925).  Binding  s  lyric  verse  (Tage,  1924;  Ausgervahlte  und  neue  Ge- 
dicbte,  1930 ;  Die  Gedichte.  Gesamtausgabe,  1937)  is  for  the  most  part 
uncompromisingly  traditional;  it  gives  distinguished  expression 
to  a  distinguished  personality;  but  there  is  no  marked  note  of 
originality,  though  imitation  -  particularly  in  the  War  poems  - 
ot  contemporary  experiments  in  rhythmic  notation  may  give  the 
lUuston  of  hyper-modernity.  His  War  poems  -  collected  in  StolZ 
Ta  ™f/er(l912-)  y  ^ave  the  sad  resignation  and  the  manly  forth 
tude  that  broods  m  the  bent  gaze  of  his  post-War  portraits.  For 
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all  their  lack  of  spontaneity  they  have  a  certain  effectiveness ;  there 
is  for  instance  a  leaden  tone  and  the  helpless  horror  of  a  nightmare 
in  Teigte  Rekrufeiz ;  (Sie  nahen  schon  den  andern  To  ten,  |  den  stummen 
blassern  grossern  To  ten9;  they  come  in  wave  on  wave,  with  bent  gaze, 
drawn  by  the  dead  who  have  gone,  wave  on  wave,  before.  It  is  as 
a  short  story  writer  that  Binding  is  likely  to  survive.  His  'legends5 
and  Novellen  have  the  restraint  and  the  objectiveness  of  the  neo¬ 
classic  pattern.  The  peculiarities  of  punctuation  show  some  affinity 
with  Stefan  George,  but  the  narrative  style,  though  over-refined 
and  perhaps  even  anaemic,  is  clear  and  smoothly  insinuating;  the 
too  level  rhythm  glides  along  like  a  silk  ribbon  which  fondles  but 
does  not  grip.  His  Legenden  der  Zeit  ( 1 909)  contrast  life  and  religion, 
to  the  advantage  of  Diesseitigkeit;  he  thus  shows  himself  the  pupil 
of  Gottfried  Keller,  and  indeed  these  legends  directly  continue 
Keller’s  anti-religious  Sieben  Legenden.  The  literary  purpose  of  both 
Keller  and  Binding  is  to  show  that  the  Christian  conception  of 
chastity  is  inhuman,  and  that  life  is  only  in  love  and  marriage. 
These  ironic  stories  are  thus  legends  reversed,  or  (paradoxically) 
pagan  legends,  with  the  Christian  paraphernalia  humorously  and 
almost  lovingly  tinged  with  comic  effect  (as  they  are,  though  un¬ 
consciously,  in  certain  medieval  Marie  die  der).  Binding  achieves 
delightful  effects  by  aping  Baroque  language  in  his  description  of 
the  administrative  routine  of  Heaven :  he  devises  sentences  like 
blown-out  bags,  and  sumptuously  paraphrases  the  vacuous  ver¬ 
bosity  of  supreme  authority.  Keuschheitslegende  plays  gracefully  with 
the  medieval  idea1  that  a  maid’s  chastity  is  a  shirt  stronger  than 
steel  mail;  and  with  the  modern  idea  that  it  burns  more  fiercely 
than  the  flames  of  Hell.  Die  Geige  (1911)  is  the  first  collection  of 
Novellen  proper.  Of  these  Die  Wajfenbriider  is  a  supple  combination 
of  the  Miles  Standish-John  Alden  motif  with  that  of  the  taming 
of  the  shrew  and  of  the  taming  in  the  darkness  of  Brunhilde  by 
Siegfried  on  behalf  of  Gunther;  the  period  is  that  of  the  Franco- 
Prussian  war.  Mngelucia, ,  which  shows  the  influence  of  Gerhart 
Hauptmann’s  Hannele  and  Der  arme  Heinrich,  belongs  to  the  litera¬ 
ture  of  the  eroticism  of  puberty  ( "Puberidtserofik ).  In  Der  Opfergang 
we  have  again  that  contrast  -  an  obsession  with  German  writers  - 
of  the  passionate  southern  woman  with  the  cool,  good  German 
dame  of  the  North.  Really  it  is  the  same  story  as  Keuschheitslegende  : 
in  both  tales  saintliness  is  equated  with  sexual  coldness ;  a  cold 
1  Gottfried’s  Tristan,  11. 12815  ff.;  Hugo  von  Trimberg’s  Der  Renner,  1. 1 2766. 
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riiw” beautifnl  she  te'  ^  i.  -6.  bW 

D,jSS'1<i,r?K  anCCHd“1SK:  Sta“dS  M'D0LF  **X*WB*  SCHRO- 
der  (1878-  )  a  Bremen  man;  or  rather,  since  in  his  earlier  years 

he,  USekS.  Greek  metres>  he  is  a  neo-Hellenist.  Schroder  has 'con 
siderable  historical  importance;  for  instance,  as  co-founder  of  the 

!Z"  f”  ;  “d  he  hls  “  recent  loided  S 

honours  from  all  quarters.  He  swept  all  before  him  when  as  the 
greater  poets  of  his  generation  passed  away,  he  continued  his  m,, 
P^ducuon  and  established  htaself  us  a  ftilc  ,3,,0n  tit 
jssee,  1910,  Die  Was,  T-<)43',rHtgii.’sHirtengedichte,  1924-  Horace’s 

Dutch  2d  ^  ;  translffnS  °f  Moli^e  and  Racine  and  of 
JJutch  and  Flemish  classics.  Above  all  he  is  recognized  after  his 

rebuilding  of  the  hymnal  lyric  of  Paul  Gerhardt  and  PaulFlemina 

as  -  literally--  the  laureate  of  the  Protestant  community  H  s  mofe 

personal  lyric  work  ranges  from  Unmut  liSoo'i  T  w  7‘  Z 
liebtp  pa,  •  r  ,  T  unmuT  Vl899h  Dteder  an  erne  Ge- 

n  ,  /  9  (x9° 5),  Gesammelte  Gedichte  (1912)  Deutsche 

<M  (,,I4;  patn „ac  ™rse,  with  a  noM  of  wamii? 

f  W’/1  ^  ‘^ndr»d(i9i4;tyeakwarverse) to the  religious verse 
of  Wdmungin  und  Opfer  (,<«,),  with  its  turning  to  a  P°“eZ 

JjjTLdi  »»  (ts,37), 

sl^r,  "Jr guVl'  AlJJn  , 

JJrSjJ  f’dr  G“Bci“  ('94°)  collects  his  secular 
of St™* lloJ  Jt  (,150)  US  T“se-  story 

Zur  tdaturmSicbt, Hr  I  1  “  A  to  ,rdlt"on  Is  enunciated  in 

dtrtdrZTJJZ. ,  GW“'('93«),  wUle  »%•«» 
(.9»)di  ^h«X°rta”Ce5ri hy™°l°SY-d>«fsk’Mlm 

LZLS  S  t  R  5  0n  pI°,blemS  “d  ind“<i'  on  Hof. 

HeStinZtstotT  ZlZ  &f  *  °f  Ms'  As  * 

VON  SCHEFFER  t.  a'  Schroder  has  a  rival  in  thassilo 

I Verke  1940-  Virml’s  jf51-’  ^^phanes,  1924;  Hesiods  samtliche 
x948-  5C^d’’s  S  TS’  I943;Homer’s  I/ias,  i947  andOdjssee, 

19  f  ^  15  a  fund  of  ^ek 

Kjprien  (^34;  in  smooth T®-  °f  G“fk  “yth  and  legend: 
Heiknische  Mysterkn  und  Or  the  prose  volumes 

lyric  work  (Die  Gedichte  nJ-7 •  * D°  /  Gnef1Sche  Sa&n  (*947 )•  His 

reaches  post-war  poignmey  in  ’lF  ^  JnSfi.. We^  4  vols.,  1947) 

P  s  y  m  Wende  und  Wandlung  (1947). 


XII 


THE  NOVEL 
OF  IMPRESSIONISM 


I  here  is  no  clear  cut  between  the  naturalistic  novel  and  the 
I  impressionistic  novel.  The  transition  is  gradual ;  with  some 

JL  writers  there  is  no  complete  break,  and  with  others  what 
really  happens  is  that  they  continue  the  poetic  realism  of  the  pre- 
naturalistic  period,  though  with  a  more  literal  conception  of  reality. 
Taking  the  later  phase  of  novels  en  masse ,  what  remains  in  them  of 
the  naturalistic  programme  is  that  the  milieu  may  still  be  presented 
in  detail;  this,  however,  is  no  longer  wearisome.  The  Milieuroman 
merges  into  the  Cbarakterroman ,  the  difference  being  that  while  in 
the  former  the  milieu  swamps  the  characters  in  the  latter  the  milieu , 
though  still  emphasized,  serves  as  a  background  against  which 
the  characters  stand  out  in  vivid  relief,  and  that  these  characters, 
instead  of  being  the  chemical  product  of  the  milieu ,  dominate  it. 

Typical  of  the  change-over  is  the  work  of  emil  strauss  (i  866- 
1956).  A  Swabian  from  Pforzheim,  he  gravitated  to  Berlin,  and 
there  moved  in  Gerhart  Hauptmann’s  and  Dehmel’s  circles ;  that 
is,  in  close  touch  with  naturalism.  Then  he  migrated  to  Brazil,  but 
returned  to  Germany,  and  turned  farmer  in  the  Schwarzwald  near 
Freiburg.  He  thus  acquired  a  fund  of  experience  which  the  doc¬ 
trinaire  naturalists  -  encysted  in  theories  -  cannot  lay  claim  to. 
And  experience  shapes  his  heroes  as  it  shaped  him;  they  plunge 
into  life,  go  wrong,  make  good,  and  so  can  face  up  to  whatever 
fate  may  bring.  This  heroic  conception  of  life  is  the  direct  opposite 
of  the  surrender  to  fate  or  rather  to  environment  and  mental  state 
of  the  naturalists.  Moreover,  this  development  of  character  is 
altruistic:  "Du  kannst  die  Welt  nur  vollenden Strauss  says,  "indem  du 
did  vollendest?  In  addition  Strauss  as  a  Swabian  brings  to  Ms  fiction 
Swabian  Gemuf  and  a  certain  leisureliness  of  narration.  He  re- 
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peatedly  gives  impressions  of  Brazil  (in  his  drama  Don  Pedm  flc  ■ 
the  short  stories  oiMenschenwege  and  Dans  und  Grete  andelsewhe  ? 
but  quite  simply  -  what  exotic  impressionism  is  ’can be  seln S 
g  ance  by  comparing  his  Brazilian  pictures  with  Dauthendev’s  A 
criptions  of  Mexico.  His  novel  DerEngelwirt  (190I)  is  made  unnf 

1  ft"? Hc  eni8mK  ”tL  ^77777:^7 

^here  Agathe  dies,  and  where  he  is  cheated  of  all  he  has  A  S’ 
and  a  wiser  man,  he  returns  to  home  and  wife  and  thel  m  f 
the  story  is  that  this  good  woman,  whose  character  is  finel^d  ° 
welcomes  him.  The  nextnovel,  creatd  a^ 

f J  fn’  a°i’  ^°^ever’  because  it  was  a  literary  masterpiece  lit  is 

euphemism  for  n  *u  ’u  1.ner1^or  sbort;  but  ‘Freund  Hein’  is  a 

s'"- 

Sr: '“St  ,hK  *™  sr  s  n. 

away  from  the  oassin  what  he  will  he  cannot  tear  himself 

reaching  the  required  Standard  SOUl'  “  ?hysicaII7  “capable  of 

motion  to  the  6th  f  r\  m  matbemabcs,  “d  is  refused  pro¬ 
grinds  awav  at  tS  ^  ?fSPerateIF  he  shuts  himself  up.and 
LTowCliei?  s tKStabI?  StUA  -  “  ™i  “d  when  ta  the 
he  shoots  himself  Thf77  ^  USeb  Promoti°n  to  the  higher  class 
»  ,ck,L  77, £  d‘SC"SS1?n  “  twofold :  the  school  motto. 

pupil  isttemlefl t  T-J‘  Sb?vn  *°  >*  ™  thl 

and  capacity  are  ignored. Act°  7  P}001’ .whi,c  individual  bent 
musician  and  the  W  ‘  *  U/~  ^  ^einer  *s  already  a  first-class 

second  them,  tUfPP1  essential  to  him.  The 

father,  though  he  is  as  "A  ather  over  son;  and  this  particular 
seeing  that  *4-*  of 

me  “aracter-forming  virtues  of  school 
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discipline  is  sheer  idiocy.  Life,  not  school,  forms  character,  is  the 
moral  of  Strauss’s  work  generally.  As  a  contrast  to  Heiner  -  the 
German  dreamer  in  the  cruel  grip  of  life  -  there  is  the  figure  of  an 
active  rebel,  a  boy  poet  who  has  read  Darwin;  he  has  been  ex¬ 
pelled  from  one  school,  and  scamps  the  dull  routine  of  the  second 
simply  because  it  is  too  slow  and  pedantic  for  his  quick  and 
practical  mind.  This  boy  will  surmount  his  fate.  In  Kreu^ungen 
^904)  the  way  to  a  true  life  is  opened  out;  the  hero  throws  up  his 
post  to  live,  without  marrying  her,  with  a  girl  who  is  pregnant  by 
him.  But  passion  fades ;  and  when  the  girl  realizes  that  merely  a 
sense  of  duty  is  chaining  the  man  to  her  she  makes  way,  with 
cool  determination,  for  another  woman.  Love  is  a  hard  test  of 
character;  what  matters  is  not  the  wrong  sort  of  experience,  but 
the  will  to  get  over  it.  Der  nackte  Mann  (1912)  is  a  historical  novel 
of  Strauss’s  native  town  of  Pforzheim;  the  theme  is  the  struggle, 
at  the  beginning  of  the  seventeenth  century,  between  Calvinists 
and  Lutherans.  Das  Jkiesenspiehgug  (1935),  with  its  anti-Socialist 
and  anti-Marxist  virus,  belongs  to  Nazi  Blut-  mid  Bodenliteratur . 
The  ‘giant  toy’  is  a  farm  in  the  Black  Forest,  and  the  hero  turns 
from  the  culture  of  the  schools  to  the  nation-serving  life  of  farm 
and  field.  Strauss’s  Novellen  have  readability  (. Menschemvege ,  1898 ; 
Hans  und  Grete,  1910;  Der  Schleier  —  by  common  consent  a  master¬ 
piece  -  1931). 

It  is  customary  to  pair  Emil  Strauss  with  Hermann  hesse 
(1877-  ).  Both  are  Swabians  -  Hesse  from  Calw  in  "Wurttemberg; 
and  both  are  vagabonds  in  sunny  climes  —  Hesse  is  almost  as 
Italianate  as  Paul  Heyse  or  Isolde  Kurz.  He  also  to  begin  with 
shows  the  impress  of  pre-naturalistic  models  (e.g.  of  Gottfried 
Keller  in  the  irony  of  Peter  Camen^ind  and  the  first  two  collections 
of  Novellen) ;  here,  however,  the  radical  difference  between  Strauss 
and  Hesse  emerges  -  whereas  Strauss  hammers  his  characters  out 
of  hard  dramatic  experience  Hesse,  who  has  the  morbidity  of  the 
true  neo-romantics,  dreams  his  characters  into  soft  lyric  moock 
and  leads  them  gently  through  pain  and  pleasure  to  the  peace  of 
death.  Moreover,  Hesse  develops  —  his  later  novels  are  finely  philo¬ 
sophical  and  psycho-analytical;  while  Strauss  remains  the  preacher 
of  salvation  by  hard  knocks.  Strauss  ends  as  a  purveyor  of. Nazi 
doctrine;  Hesse  in  later  years,  was  treated,  somewhat  gently,  as.  a 
diseased  and  spineless  Nordic  who  uses  that  Jewish  infamy  of 
psycho-analysis  to  undermine  the  sanity  of  his  race. 
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Hermann  Hesse  began  with  an  ironical  analysis  of  the  «*«♦• 
temperament :  Hinterlassene  Schriften  und  Gedichte  Hermann 
(i  901),  and  followed  this  up  with  a  kind  of  inverted  Kir,  //  ^ 

iW  Camenpnd  (1904);  tlfe  artist  divests 

and  levels  himself  to  the  humdrum  existence  of  the  ordinarv  m  ? 
here  we  have,  no,  (as  with  TW  Mann)  ’ 

tortured  mentality  of  the  artist  of  die  happy  normal  beine  h 
sheer  decadent  surrender  of  personality,  a!:  least  on  the  faS  tf * 
an  ironical  treatment  of  the  glorification  of  the  artist  faZ 
vtrtmmdmg)  may  be  the  undertone;  or,  more  likely  nersfflT 
the  author’s  self.  Hesse  was  the  son  of  a  missrW  a?d  h  8  °f 

fi“etdfor*eP”ttS“;l  College  at  Maibromd 'o^ 

"p*  «  he^had  Ld" 

mmfdan^fo  ZteST,  8“d“7’,^  C»«0  has  f 

skill  R„  J u 7 ’  T1  taIe  of  mantal  failufe  and  of  fading 

o^ttv^atios^'j  Ti°'“a,ytiCaI-  V'“8«h’  *  S 

in  the  erounrL  ,  t!  ?*’  ks  country  estate,  but  in  an  atelier 
Ma^t^r  me  W**  *  the  mansion. 

the  unlver^ft-T-  i  There  are  two  sons:  one.  at 

other,  Pie«e3  4  a  cHld  vm°  d  ^  ^'^r-Kampf),  the 

she  would  let  him  have  Pi  eragutil^ould  separate  from  his  wife  if 
his  work  but  H  65  aU  rCfflainS  t0  in  Iife  «*pt 

revealed  to !  old  ^  to *  «ate  of  affairs  is 

spends  a  holiday  at  Rosshalde-  b  *k  pIantef  ln  the  Far  East>  who 
the  painter’s  state  nfm*  j  ’ -r  cautious  questioning  probes 
t  .  tC  “d  sh°ws  him  where  healing tnight 

Tubingen.  Holderlm  studled  before  proceeding  to  the  higher  Seminary  at 
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lie  -  in  separation,  even  at  the  price  of  relinquishing  Pierre.  The 
boy  dies  of  meningitis,  and  the  painter  is  free  to  go  to  the  blazing 
tropics  (where  there  are  lovely  native  women  to  paint  -  and 
love  .  .  .  )  with  his  sun-burnt  and  happy  friend.  The  problem  - 
whether  love  for  a  child  should  chain  a  man  to  a  hard  wife  -  is 
the  same  as  that  of  Ricarda  Huch’s  Vita  Somnium  Breve,  but  there 
is  more  verisimilitude  in  Hesse’s  picture  of  the  suffering  husband, 
who,  immured  in  loneliness,  lives  doggedly  on  in  the  hypnosis  of 
resignation,  in  illusory  contact  with  a  wife  who  has  never  had  any 
feeling  for  his  needs.  Domiciled  now  in  Switzerland,  a  hotbed  of 
psycho-analysis,  Hesse  was  himself  treated  by  a  pupil  of  Jung, 
when  he  fell  ill  as  a  result  of  mental  stress  during  the  War;  he  then 
wrote  a  series  of  typically  psycho-analytical  novels.  Knulp  (1915), 
the  story  of  a  vagabond  lover,  ranks  with  its  description  of  W an - 
derqual  as  closely  related  to  the  substance  of  the  great  novels  and 
reflects  what  may  be  interpreted  as  Hesse’s  own  abandonment  of 
the  masculine  principle  of  burgerlich  for  the  feminine  principle  of 
the  nomadic  life  and  Bohemian  freedom  (see  also  his  poem  Auf 
der  Reise).  In  Klein  rnd  Wagner  (1919)  the  schoolmaster  Wagner 
murders  his  wife  and  children  and  Klein  is  conscious  that  in  his 
heart  of  hearts  he  approves  the  deed;  Klingsor  in  Klingsors  letter 
Sommer  (1920)  is  similarly  convinced,  as  he  goes  his  way  den 
Muttern,  that  all  feelings,  even  cruelty,  are  good  because  they  are 
stirrings  that  lead  to  a  reversal  of  personality  and  a  renewal  of  self. 
In  Demian  (1919)  —  as  in  Friedrich  Huch’s  Mao  (1907)  —  there  is  a 
minute  delineation  of  states  of  adolescence  as  determined  by  the 
uprooting  which  school  life  means  and  by  the  chemical  changes 
in  the  body  before  and  after  the  shock  of  puberty ;  the  psycho¬ 
analytic  probing  through  a  blanket  of  occultism  reveals  the  two 
wrorlds  of  a  boy’s  mind,  the  world  of  parents,  home,  and  duty, 
and  the  luring  forbidden  world  of  mystery  which  begins  with  the 
servants  in  the  kitchen  and  stretches  out  to  drink  and  girls  and 
bold  ideas  that  frighten  at  the  first  impact  and  then  grow  familiar 
as  friends ;  they  who  domineer  in  this  other  wrorld  .are  those  with 
the  mark  of  Cain  -  this,  as  it  turns  out,  is  merely  the  sign  of 
superiority  in  strong  faces  which  the  inferior  Abels  fear.  The 
(Byronic)  fascination  of  Cain  is  in  the  face  of  Demian  (? = demon), 
the  school  friend  of  the  hero  Sinclair1;  rumour  has  it  that  Demian 

1  Hesse  signed  this  novel  with  the  name  of  Emil  Sinclair.  Sinclair  is  the 
name  of  Hoiderlin’s  friend. 
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and  his  mother  live  as  lovers.  The  kernel  of  the  book  k  th. 
ception  of  the  mother :  of  her  a  boy  has  two  images  one  nW  C°T 
the  other  ideal;  to  this  novel  the  ideal  taage  fit  “fe1 
Demtan  s  mother  to  Tran  Eva’,  i.e.  any  mother,  the  mother  of  ,£ 
and  the  story  ends  with  a  promise  that  she  will  come  to  Sinclah 
when  wanted  incest  in  symbol,  since  Sinclair  and  Demian  are 
respectively  the  timid  or  angelic  and  the  aggressive  or  demon  1 
aspects  of  one  character.  The  conception  is  a  daring  and  delicate 
s\  mbolization  of  the  all-folding,  cradling  function  of  motherhood 
and  motherkness:  that  creeping  to  breasts  is  one  instinct  in  chi^ 
hood  and  maturity,  and  m  a  woman’s  embrace  man  is  alwavs  a 
child;  an7  child’s  mother  is  his  wife  to  be;  any  man’s  wife  is  his 
mother  and  ideal,  whose  brooding  face  has  called  him  from  the 
deeps  to  her  bosom;  ‘mother’  is  alpha  and  omega,  the  far  fountain 
spring  and  the  vast  safe  harbour  of  love.  The  new  morality  in  a 
uorld  now  breaking  m  pain  through  the  shell  must  (as  music  does 
already)  harmonize  the  two  worlds,  sundered  at  present  by  con- 

S°n,i  ?Ve  +  ®ex’  mothef+ vampire,  man  +  beast,  God  +  devil 
Stddhartba( 1922)  is  permeated  with  the  Indian  quietism  with  which 

fromV^^f  h^mseif  familiar  when,  in  r9n,  he  had  fled 
from  die  VerrohungmsererKultur ’  to  India.  The  novel  is  an  attemnr 
to  weave  what  is  on  the  face  of  it  Indian  philosophy, bm  is TZ 

into  th*?  C°nS'de^d  Bolshevization  of  morality,  stage  by  stave 
I  °f  a  b°y’S  relations  to  his  father  and  the  world’ 

.S:;«eT7pk;ion  as  in  <«  pSS 

ant}  is  spht  into  halves  (angel  and  demon),  so  it  is  in  the  later  novel 

owL?,TdTknhfdI'T  “d  Us  fri“d  who  is 

dient  to  doctrine  (heterodox  and  orthodox).  In  Demian  bov 

m°,hcr?  <*«*-;*  s,m2 

life  is  newer  and  th  erawa7  from  father,  for  a  boy’s  experience  of 
of  a  father-  in  motLer<K°re  m°re  trUC  tdan  tbe  faded  experience 
create  anew  he  fi?  v7  sv?aad«s  sdf>  for  love  absorbs  all  to 
moSe  oSnrnssf  ff°m  father  (the  son-father 

of  Hesse’s  STf  exPlained  b7  psycho-analysis).  The  hero 
calhhimselPthefol/f Harry  Haller,  an  artist, 

of  exfsmnce^  £ th  t  f  **  SteppeS’:  the  stePPes  are  ^  waste 

the Telce  and  ^  ^  attlStlC  temperament  is  shut  out  from 

nTd  bdngS  enj°y  smel1  of  furniture 
L  35  be  PTS  tbe  hrst-floor  flat  on  his  way  to 

J  attic  rooms  reminds  him  of  the  lost  world,  the  world  of 
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mahogany,  early  rising,  duty,  mother).  There  can  be  no  harmony 
when  one  is  two,  wolf  and  man,  with  the  wolf  snarling  at  the  man. 
The  man  loves  Mozart,  poetry,  ideals,  peace ;  the  wolf  has  wild 
urges,  but  in  the  higgledy-piggledy  of  society  the  wolf  is  penned 
with  the  sheep  (the  genius  lives  in  contiguity  with  an  alien  crowd, 
and  must  adapt  himself  -  or  be  slaughtered).  Really  one  is  more 
than  two :  personality  is  divided  into  chess-pieces :  the  individual 
has  a  multiple  personality,  he  is  wolf,  tiger,  monkey,  bird  of  Para¬ 
dise,  and  these  are  suppressed  by  wolf  as  wolf  is  suppressed  by 
Burger.  Hermann,  the  friend  of  Haller’s  youth,  is  Hermine,  who 
casts  over  him  the  spell  of  the  hermaphrodite;  she  (he)  is  also  the 
fresh  and  uncrumpled  Pierrot  with  whom  he  dances.  The  mystic 
union  of  joy  is  the  merging  of  personality  in  the  mass:  a  fox-trot 
mingles  us  in  a  mass  and  makes  us  one.  Haller  is  shown  a  mirror 
in  which  he  sees  himself  as  Haller  and  wolf  of  the  steppes,  each 
trying  to  devour  the  other:  he  is  told  that  in  order  to  extinguish 
the  reflection  he  has  only  to  laugh  at  it  (humour  begins  when  we 
learn  not  to  take  ourselves  seriously).  The  novel  ends  in  a  medley 
of  interfused  symbolic  craziness,  like  a  film  in  which  one  picture 
is  shot  through  another.  There  is  a  Magic  Theatre,  admission  to 
which  is  by  a  trifling  suicide;  the  doors  of  the  closed  boxes  bear 
the  legend:  ‘Al/e  Madchen  sind  dein:  Einwurf  eine  Mark 5  ( = all  the 
girls  I  love  are  mine,  for  spirit  pierces  spirit).  Mozart  (a  genius 
who  -  pigtail  and  girlish  grace  and  Rococo  —  had  harmonized  the 
artist’s  and  middle-class  life)  turns  somersaults  and  plays  trills  with 
his  heels;  Haller  pulls  Mozart’s  pigtail,  it  lengthens,  and  carries 
Haller  into  icy  space.  Mozart  appears  again  in  evening  dress,  tin¬ 
kers  up  a  wireless  set,  and  remarks  that  radio,  though  it  projects 
music  where  it  does  not  belong,  does  not  destroy  it:  as  radio 
cheapens  the  sublime,  so  does  life  in  this  Magic  Theatre  ( nur  fur 
Verruckte’)  of  the  world :  the  lesson  is  to  laugh  at  it,  not  destroy  it. 
With  this  consoling  thought  -  The  gallows  humour  of  life’  - 
suicide  is  not  necessary.  Hesse’s  next  novel,  Nar^iss  md  Goldmund 
(1930)  is  perhaps  his  masterpiece;  it  is  at  all  events  fascinating 
with  its  soft  rhythm  and  its  patient  unravelling  of  psychic  compli¬ 
cations.  Here  again  we  have  the  old  German  progress  from  tump 
to  wis\  the  result  is  the  proof,  not  that  cloistered  purity  is  the  .divine 
ideal,  but  that  the  life  of  the  senses  as  much  as  the  ascetic’s  flight 
from  reality  is  service  to  the  divine  purpose  ~  all  ways  lead  to  God. 
The  dualism  of  existence  is  interpreted  as  a  conflict  of  the  paternal 
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and  maternal  principles:  paternal  is  the  urge  to  abstract  thought 
and  the  contemplative  life;  maternal  is  the  tyranny  of  the  senses 
But  only  the  maternal  principle  is  creative;  the  paternal  and  there' 
fore  hard  and  masculine  principle  interprets  -  and  should  guide 
its  weak  and  pathetic  contrary,  the  thinker  ‘obsessed  with  fine 
distinctions  .  Thus  Narziss  is  guide  and  mentor,  and  unselfish 
lover,  of  Goldmund,  nature’s  darling,  the  doomed  voluptuary 
and  poet-dreamer;  we  first  find  them  together  as  novices  in  a 
medieval  monastery,  and  even  then  Narziss  by  patient  questioning 
reveais  to  Goldmund  his  own  inner  nature.  Narziss  rises  to  be 
Abbot  of  the  monastery;  Goldmund,  sent  out  to  collect  herbs  on 
the  moors,  is  initiated  by  a  nut-brown  gipsy;  he  disrobes  her 
and  discovers  beauty.  Thereafter  his  life  is  that  of  the  wandering 
scholar;  woman  after  woman  gives  herself  to  him  {‘die  Weibersind 
so  gerig);  characteristically  the  only  one  who  turns  contemptu¬ 
ously  aside  from  his  bloom  and  beauty  is  a  Jewish  girl  whom  he 
finds  strewing  her  raven  hair  with  the  ashes  of  her  father,  whom 
e  Nordic  Christians  of  Germany  have  burnt  by  the  wayside  -  he 
knows  she  will  be  seized  and  violated,  for  she  too  is  a  lone  wan- 
erer,  but  he  takes  leave  of  her  ‘as  if  she  were  a  queen’.  She 
teaches  him  that  there  is  the  will  to  die  (Sterbenwollen)  as  well  as 
the  necessity  of  dying  ( Sterbenmussen)-,  and  later  he  knows  that  life 
is  ripe  when  the  will  to  die  is  reached.  This  stage  the  beloved 
vaga  ond  attains  when  at  long  last  women  look  at  him  as  one 

^MtRTnd-UnSedUCtlVf'  THe  °nly  thinS  worth  living  for,  he  had 
told  Narziss,  is  copulation;  and  yet  he  has  lived  for  more  than 

c.uf1*11’  YoUr  eyes,_are  never  merry,’  says  a  girl  who  loves  Mm, 
rfta1LSer/°  r7  ^  dl  tMs  °nIy  ksts  a  minute-’  He  comes  to 
Sw  Sr7  CfTe  art  Can  Save  beauty  and  deling  for  yet  a 

i  eatT^  T  °f  Death’  be  Caches  himself  to  a 

great  carver  of  wood,  and  creates  as  his  first  masterpiece  the  image 

of  N^ziss  as  the  Apostle  John  -  his  expression  of  the  worship  of 
SokTa  f  of  recapturing  a  fleeting  mystery  -  the 

oSon  LT*1™  5  C?eS  “  Ae  ^  °f  copulation;  mid  this  dis- 
W°l?d  Contfctlon^  ^s  leap  of  fire  and  the  fading  of  it,  he 

a  candle  wfi  “  eyeS  °f  a  Peasant  woman  over  whom  he  held 
rt  5?  She  Waf  giving  birth  to  a  cbiIdl  for  rapture  and 
£  to’i  bt^  J  are5he,same-  His  final  masterpiece,  he  dreams, 

but  as  Le  ^rK  T*  5  faCe’  wbidl  aPPeafs  to  him  in  dreams; 
age  withers  him  it  is  no  longer  a  personal  face  but  that  of  all 
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the  women  he  has  loved,  the  face  of  Eve,  of  the  Urmutter ,  which 
lutes  to  rapture,  to  birth,  and,  as  the  last  grasp  of  her  love,  to 
death.  But  ere  he  has  time  to  shape  the  mystery  of  her  face  she 
folds  her  hands  round  his  heart  and  shapes  him  -  to  the  will  to 
death,  to  the  fading  of  the  fire  she  wakes.  And  before  he  dies 
Narziss,  the  lonely  scholar  with  the  fine  face  shaped  by  thinking, 
has  bent  over  him  and  kissed  him  with  the  only  kiss  that  life  grants 
him.  In  Der  Kurgast  (1925)  and  Die  Nurnberger  Reise  (1927)  there  is 
again  the  problem  of  nature’s  urges  and  the  controlling  function  of 
the  mind,  and  in  the  latter  we  read  that  nature  is,  as  flowers  are, 
lovely  but  fast  fading,  while  reason,  though  it  wearies,  is  durable 
as  gold.  Morgenlandfahrt  (1923),  with  its  secret  league  of  sterling 
characters,  comes  still  nearer  to  the  synthesis  of  these  opposites 
which  is  symbolically  achieved  in  Das  Glasperlenspiel  (1943).  This 
story  of  the  bead-game,  in  the  province  of  Kastahen  round  about 
the  year  2400,  shows  mathematics  and  art  in  unison  contriving 
control  of  the  functions  of  existence.  These  bead-players  live  like 
monks,  sundered  from  The  forbidden  and  inferior  world5,  devot¬ 
ing  themselves  to  the  works  of  the  spirit,  as  happened  in  Goethe’s 
padagogische  Proving  in  the  Wanderjahre.  In  days  following  the  havoc 
of  a  great  war,  which  has  brought  degradation  to  mankind,  the 
bead-players  in  the  peace  of  their  Alpine  valley  practise  this  game 
of  glass  pearls  which,  cder  Inbegriff  des  Geistigen  und  Musischen\  syn- 
thetizes  intellectual  disciplines  and  in  which  all  dissonance  becomes 
unison.  The  purpose  of  their  order  is  to  rescue  the  world  from 
that  degradation  of  mind  which  had  come  from  the  ‘warlike  age5, 

6 das feuiUetonistische  Zeitalter*y  and  to  safeguard  order,  norm,  reason, 
law,  and  measure.  The  protagonist  is  Josef  Knecht,  whose  life  is 
chronicled  from  his  early  orphan  days  till  he  rises  to  be  Magister 
Ludi,  the  High  Priest  of  this  gameful  religion.  But  he  is  initiated 
into  historical  studies  by  Pater  Jacobus  (what  is  quoted  points  to 
Jakob  Burckhardt  as  model),  and  he  learns  that  all  historical  phases 
are  transitory.  He  realizes,  too,  that  the  bead-players  preserve 
cultural  values,  but  do  not  create  them,  and  he  observes  that  every¬ 
thing  tends  to  change  to  its  contrary.  Thus  he  himself,  Knecht  by 
name,  is  Master  of  the  Order.  He  discovers  that  he  is  not  merely 
a  Castalian,  but  a  human  being  as  well,  and  that  as  such  his  con¬ 
cern  is  with  the  world  as  a  whole  and  not  with  a  fraction  of  it. 
And  so  he  sets  out  to  find  his  earthly  transformation,  breaks  way 
into  the  common  life,  and  is  drowned  in  a  mountain  lake. 
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Of  Hermann  Hesse’s  critical  and  essayistic  work  Blick  bn  Ch 
{pzo)  has  three  essays  on  Dostoieffsky,  whose  influence  on  Z 

faCtlOIf  \Y/C  Dmk  m  G°ethe  (l946)  detaiIs  ^  debt  to  the 

sage  of  Weimar  .  The  essays  of  Krieg  und  Frieden  (1949),  in  particular 

Der  Europaer  and  Zarathustras  Wiederkehr ,  reflect  Hesse’s  rear*-' 

to  the  World  War  II.  His  Briefs  (i95i)/with 

195 1,  are  addressed  to  correspondents  who  have  sought  his  adrice 

G,itoc  GcT„?r,ei  (TH°mas  Mann-  °sti!r  L°"te> 
.n4«,aLJ  g'  OSS>  “d  “e  m  “s““ 

As  a  lyric  poet  Hesse  is  traditional  in  form:  Gedichte  (1902) 
Unterwegs  (191 1),  Mustk  desEinsamen  (1915),  Trost  der  Nacht  iL) 
Stunden  im  Garten  (1936;  an  epic  idyll),  Orgehpiel  (1940),  and  the 
complete  edition  Die  Gedichte  (194 2  and  i947).  His  early  verse 
draws  from  the  common  fund  of  romantic  themes,  moods,  and 
imagery;  for  his  mature  poetry  the  key  is  the  Zweisimigkeit  of  his 
great  novels  the  saga  of  man  passing  V®  Zick^ack  Jbscben  Trieb 

Tie? Off '  ”  hald  Wustling,  Danker  bald,  bald 

Eer  .  Often  sensuous,  vividly  limned  and  coloured,  but  rarely 
subtle,  they  lack  the  compelling  spontaneity  of  a  poet  proper-  the 
verse  is  indeed  en  marge  of  the  novels,  in  which,  however,  the 

thetnf  ^  v  aSh  15  COnsjstently  Panted  and  defined,  whereas  in 
e  poems  it  is  scattered  and  fragmentary.  They  are  pondered  in 

£~T“d  for? in  pasS“;  th“ is-  4 

f °reover>  there  is  a  restricted  range  of  theme  and 

tSlZn  tn  t  1  n  Met2Sche’s  sense  in  the  sense  of 
mundt'  ?  TemPte1t0  Say  that’  thouSh  in  the  novel  Gold- 

contrived  bvM  SSM  C  P°emS  ar£  thouSht  out  ^  morally 
tW  I  •  uar21SS>  alth°Ugh  of< course  this  ®ight  mean  that  in 
them  there  is  the  synthesis  the  novels  seek. 

Gottfried  Keller’s  ironic  manner  and  Swiss  sagacity  come  natural 

Wmak  ™FNER  (I875'I944>’  Wh°’  bom  *  BasdTegmTa 
encesTn  hisSSrntlCt’  ^  ^  °fhis  journeyman’s  experi- 

Schaft“^  .  fnn°Ve1’  DU  lrrfahrten  ^  Jonathan  Bregger  (1905). 

'  g°0d  Eur°pean  Without  religion  except 
SJ  proSesfnrf  °f  nt°nj,OQ  the  Pa*  human  brotherhood 

ders  him  from  th  U™  of  customs  and  character  sun- 

life  as  ^  n^'^’  butin  ^  descriptions  of  Swiss 

to  VieErlhoferin  (1908),  he  is  vivid  and  close 

reality.  His  great  effort  is  Konrad P. Hater  (vol.  I,  1910,  vol.  II 
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1922),  an  autobiographical  novel  on  the  scale  and  pattern  of 
Keller’s  Der  grune  Heinrich.  In  DerBote  Gottes  (1911)  he  goes  back 
to  the  Thirty  Years  War.  Der  Dechant  von  Gottesbiiren  (1917)  reflects 
his  reactions  to  the  First  Great  War.  Religious  problems  provide 
the  woof  and  weft  of  the  trilogy  Johannes  (1922),  Die  Junglings^eit 
des  Johannes  Schattenbold  (1930)*  Eine  deutsche  Wandersckaft  (1933). 
The  great  city  is  the  background  of  Der  Mensch  Krone  (1928).  By 
the  prominence  he  gives  in  his  novels  to  the  clash  of  Catholicism 
and  Protestantism  in  Switzerland  Schaffher  ranges  himself  along¬ 
side  Enrica  von  Handel-Mazzetti.  He  has  attempted  popular  his¬ 
tory  in  his  Geschichte  der  schwei^erischen  Eidgenossenschajten  (1915)- 
Ironic  handling  of  life  is  the  salient  element  in  the  novels  of  the 
two  cousins,  Friedrich  Huch  and  Rudolf  Huch ;_  but  since  the 
literary  clan  of  the  Huchs  —  Ricarda  Huch  is  Rudolf  s  sister  —  have 
their  home  centre  at  Brunswick  it  is  natural  that  in  their  case  the 
influence  of  Wilhelm  Raabe  should  supplement  that  of  Gottfried 
Keller.  There  is  an  implied  didacticism  in  the  novels  of  Friedrich 
huch  (1873-1913),  but  it  is  not  conveyed  with  the  breezy  direct¬ 
ness  of  Emil  Strauss,  it  shines  forth  rather  from  a  subtle  quizzical 
treatment  of  human  frailty  and  futility  and  would  be  scurrilous  if 
it  were  not  so  sly.  Bom  in  Brunswick  he  studied  philology,  and 
was  a  tutor  in  various  families.  His  first  novel,  Peter  Michel  (1901), 
has  affinities  with  Hermann  Hesse’s  Peter  Camemjnd:  in  both  a 
dreamer  of  the  feminine  type  -  Peter  Michel  is  obviously  once 
again  ‘der  deutsche  Michel’  -  is  disillusioned  by  life,  and  is  shown 
in  the  closing  pages  as  a  smug,  contented  Philistine.  In  Hesse  s 
novel,  it  is  true,  the  hero  is  exceptional,  a  died-out  artist,  while 
Peter  Michel  is  any  German,  or  indeed  any  normal  being  anj^- 
where  who  sees  the  dreams  of  his  youth  fade  into  the  light  o 
common  day.  That  this  common  man  we  all  know  is  represented 
in  the  novel  by  a  teacher  is  part  of  the  satire;  and  since  Friedrich 
Huch  was  himself  a  teacher  by  trade  he  should  know  the  depths 
of  dullness  of  this  profession;  to  a  teacher  reading  the  sad  story 
the  consolation  must  be  that  there  is  the  spice  of  poetry  in  Peter 
-  before  he  is  mined  by  routine  and  environment.  Peter  Michel  is 
the  usual  scholarship  boy  who  rises  to  be  a  secondary  teacher; 
incidentally  the  description  of  school  life  is  more  life-like  than  in 
the  other  novels  which  show  up  the  Philistinism  oi  aca  emic  exis 
tence  -  the  teachers  are  humdrum  enough,  but  the  headmaster 
here,  though  wrapped  in  routine  and  cramped  by  cant,  displays 
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tact  in  the  exercise  of  his  authority.  Famous  is  the  chapter  in  which 
one  of  the  masters  is  accused  by  another  of  jeopardizing  the  morals 
of  his  boys  by  having  a  mistress :  the  headmaster  is  aware  of  the 
facts,  but  saves  the  school  an  excellent  teacher  by  assuming  that 
the  delinquent  (more  or  less)  intends  to  regularize  the  situation 
by  marrying  the  lady  (he  does  not,  but  keeps  his  post).  The  novel 
stands  out  by  its  presentation  of  the  son-mother  motif :  Peter  is 
forced  into  opposition  to  his  mother,  particularly  when  she  tries 
to  keep  him  moral  by  getting  him  married.  Marriage,  the  novel 
demonstrates,  is  the  stamp  of  respectability,  but  it  may  brand  deep. 
All  the  poetry  of  the  tale  (and  there  is  a  deeply  probing  psychology 
in  the  weft  of  it)  is  in  the  suppressed  sexual  emotion  of  Peter  before 
his  marriage,  and  that  dulling  of  this  vibrant  emotion  into  the 
animal  paternal  functions  which  is  the  normal  result  of  marriage. 
As  a  grammar  school  student  Peter  dreams  himself  into  a  sensitive 
love  of  Liesel,  the  daughter  of  the  Kanfor  with  whom  he  lodges ; 
at  the  university,  amid  the  bestial  orgies  of  German  student  life 
(unsparingly  pictured),  his  dreams  of  her  keep  him  clean;  how¬ 
ever,  as  the  course  of  events  shows,  what  he  loves  is  not  Liesel 
but  his  dream-picture  of  her:  when  he  sees  his  headmaster’s  wife 
he  has  an  optical  illusion  that  she  is  Liesel,  and  loves  her  even  when 
it  is  clear  that  she  is  not;  for  she  is  now  his  dream-picture  or  his 
ideal  woman.  The  situation  is  tensely  dramatic,  particularly  in 
Chapter  VII,  which  is  masterly  in  every  detail:  the  headmaster, 
sure  of  his  wife,  leaves  her  with  Peter  in  a  room  where  the  red 
lamp-shade  symbolizes  what  might  be  demonic  danger  -  if  the 
characters  were  not  in  the  grip  of  respectability.  The  headmaster’s 
wife  talks  it  over  with  him,  and  sends  him  back  to  Liesel;  but  she 

—  the  only  Bohemian  in  the  book  -  refuses  to  marry  into  the 
teaching  profession,  though  she  does  very  energetically  take  him 
into  the  forest  and  seduces  him  (the  only  lapse  of  his  exemplary 
career) ;  finally  she  marries  a  Graf,  and  is  a  shining  light  of  society 

-  which  is  also  life  as  it  is.  And  thus  we  know  that  all  a  teacher 
(particularly)  has  to  hope  tor  is  to  grow  mouldy,  and  to  put  up 
with  his  wife  and  children  -  and  colleagues ;  and  to  talk  grandi¬ 
loquently  of  the  contentment  of  home  and  duty.  Marriage  keeps 
Jean  Paul’s  S chulmeisierlein  in  the  clouds ;  Peter  Michel  it  brings 
down  to  pipe  and  slippers  and  sloppy  sentiment.  In  his  next  three 
tales  Friedrich  Huch  specializes  in  the  somewhat  painfully  detailed 
transcription,  deduced  by  adult  divination,  of  processes  in  the 
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minds  of  children  and  growing  youth,  and  of  the  relations  of 
ents  to  these  processes.  If  his  children  have  attraction,  it  is  that 
of  constructed  models.  In  Geschwister  (1903)  two  girls  represent 
ihe  dualism  -  familiar  in  medieval  literature  as  Weltflucht  and  Welt- 
freude  _  of  the  brooding  religious  bent  and  the  need  of  pleasure 
ind  company,  with  Hagen,  the  tutor  of  the  girls’  brother,  as  the  man 
between  the  two.  In  Wandlungen  (1905),  the  sequel  to  Geschwister, 
the  boy  of  the  previous  tale  and  his  relations  to  his  father  (Sohn- 
Vater-Kampf )  move  into  the  centre  of  interest,  with  the  father’s 
second  wife  (the  woman  with  a  past)  estranging  the  two  by  her 
shallow  character.  In  Mao  (1907)  the  KinderpsjMogte  is  still  more 
searching.  A  family  who  were  poor  but  are  now  rich  live  m  an 
old  patrician  house.  The  only  son,  Thomas,  goes  to  the  elementary 
school  and  brings  home  the  smell  of  the  class,  which  is  painful  to 
him-  He  is  exquisitely  sensitive,  and  for  that  reason  is  bound  to  be 
tortured  in  the  rough-and-tumble  of  school  life.  The  book  thus 
falls  into  line  with  the  studies  of  school  life  in  Enul  Strauss  s 
Freund  Hein  and  Hesse’s  Unterm  Rad.  As  a  satirist  of  Philistinism 
Friedrich  Huch  pairs  with  Carl  Sternheim;  he  has  less  glitter  bu 
more  depth.  And  he  is  more  depressing;  for  while  Sternheim 
makes  the  respectability  look  like  a  huge  joke  Friedrich  Huch, 
quietly  but  pitilessly,  pictures  it  as  a  sea  of  ictiocym  which  we  are 
all  submerged.  A  few  dreamers,  dangerously  gifted,  struggle  to 
rise  out  of  it;  but  either,  like  Peter  Michel,  they  are  sucked  back 
or  like  Pitt,  the  hero  of  Pitt  rnd  Fox  (1908),  they  are  isolated  at 
the  rim  of  decency.  The  title  of  the  story  was  no  doubt  suggested 
by  a  remark  of  Goethe  that  he  could  not  help  picturing  Pitt  as 
pug-nosed  broomstick  and  Fox  as  a  fat  pig.  The  names  stick  from 
boyhood  to  two  brothers  who  are  elaborately  contrasted,  more  o 
less  as  Wolfram  von  Eschenbach  contrasts  Pamval,  as  a  dreamer 
swayed  by  moods,  problematic  and  baffled,  with  shal¬ 

low' and  insinuating  masterful  man  who  takes  the  vom  n  th 
other  might  have  had  if  he  had  not  been  decent,  ^r  P  «  -ho 
studies  philosophy,  the  problem  life  presents  is  the  co^Vof 
feelino-  and  action;  and,  as  the  novel  shows,  the  conflict  is  due  to 
distance  from  ‘primitivity’,  in  which  wilting,  teeting  ^d  actmg 
synchronize.  Other  problems  of  the  day  fiU out  the  acuon .  the 
son-father  conflict,  the  right  of  the  unmarried  mo  ^  to  retuse  to 
marry  her  seducer.  The  most  striking  ng  ...  ino  faj|s 
delicate  way  in  which  the  physical  feelings  of  Elfnede  -  who 
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m  love  with  Pitt  -,  and  the  restraint  imposed  upon  the  two  bv 
good  breeding  are  indicated:  her  longing  for  embraces  is  foiled  by 
Pitt’s  gentlemanly  aloofness,  and  the  point  made  is  that  the  female 
undergoes  a  sexual  awakening  in  contact  with  a  male  whose  atti¬ 
tude  is  one  of  intellectual  interest  and  sympathy:  for  Pitt,  Elfriede 
is  a  lady,  not  sex.  Pitt  is  sexually  awakened  by  a  simple  o-irl  -  the 
daughter  of  Fox’s  landlady  -  of  whom  by  the  accepted"  code  of 
student  (that  is,  Philisdne)  morality  he  has  a  right  of  possession- 
he  is  too  decent  to  exercise  this  right  and  it  is  taken  by  his  brother.' 
The  novel  ranks  as  a  penetrating  study  of  sexual  phases;  the 
Dickensian  element  —  an  almost  affectionate  delineation  of  whim¬ 
sicalities  -  fails  by  comparison  with  the  English  model.  Friedrich 
Huch  s  last  novel,  En^io  (1910),  is  yet  another  in  the  long  list  of 
Kunstlerromane :  the  hero  has  music  and  a  sensuous  response  to 
beauty  m  his  blood  -  his  father  is  a  conductor;  and  his  musical 
career  is  ruined  because  he  cannot  control  his  sex  impulses.  He 
has  a  student’s  affair  with  a  simple  and  very  charming  girl  of  the 
people;  Enzio  is  condemned,  not  for  this  experience  -  to  Friedrich 
Huch  natural  and  beautiful  -  but  for  his  disreputable  drifting  to 
worthless  creatures.  Admirable  is  the  contrast  of  this  restless  genius 
with  a  cultured  girl  whose  name,  Irene,  symbolizes  her  nature- 
when  she  hears  the  tale  of  his  loose  living  she  breaks  off  her  en¬ 
gagement  to  him,  and  he  skates  down  the  river  till  the  ice  breaks 
and  rids  the  world  of  one  who  has  been  spoilt,  not  shaped,  by 
what  should  be  the  best  life  can  offer.  The  lesson  of  the  book  is 
that  life  and  work  are  parallels :  Enzio  loves  music  as  he  loves  his 
women,  but  in  both  spheres  he  is  tossed  about  on  the  waves  of 
impulse;  work  and  love  should  be  terra  firma  for  artist  and  lover 
to  build  his  sanctuary  on. 


In  the  novels  of  Rudolf  huch  (1862-1943)  the  fling-back  to 
pre-naturahstic  models  is  declared  and  decided.  He  fluttered  the 
dove-cotes  by  his  two  pamphlets  launched  against  naturalism 
the  over-estimation  of  Gerhart  Hauptmann,  Maeterlinck,  Helene 
Bohlau  and  against  other  crazes  of  a  degenerate  day  (Mehr  Goethe, 

kn^s’ , 1 9°4)’  and  shaped  his  style  on  that  of  Goethe 
and  Whelm  Raabe.  He  satirizes  the  life  of  small  towns  in  Am 
ta  Hohlenmlches  (1895),  Der  Frauen  Wunderlich  Wesen 

(x?°3)>  ^omodianten  des  Lebens  (1906),  and  Die  Eubenstedter  (1910). 

HoosrLAr  /-“r  Dle^eiden  ^terhelm  (1907),  Eamilie  Hellmann 
(  9  ),  and  Talton  (1913);  and  in  these  there  is  something  of  the 
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morbidity  of  subject  he  had  scorched  in  his  pamphlets.  There  is 
delightful  humour  in  Wilhelm  Brinkmeyers  Abentemr  (1911),  Alt- 
mannersommer  (1925),  and  Humoristische  Er^ahlungen  (1936).  Gener- 
aih-  speaking  Rudolf  Huch’s  aim  was  to  educate  the  Burger  to  a 
realization  of  the  vacuity  of  his  existence;  he  is  m  this  respect  the 
most  academically  minded  of  a  group  to  which  belong  Friedrich 
Huch  Heinrich  Mann,  Carl  Sternheim,  and  Leonhard  Frank. 

EDU4RD  VON  keyserling  (i 8 5  5-191 8)  is  an  impressionist  in  the 
true  sense  of  the  word:  there  is  in  all  his  work  a  nervous  refine¬ 
ment  of  style,  and  the  goal  of  his  characters  is  not  a  moral  mastery 
of  life  but  sensuous  enjoyment  of  it.  For  him,  when  love  ends, 
life  is  over.  His  affinity  is  with  that  master  of  sensitive  Danish 
prose  Hermann  Bang,1  whose  works,  with  their  subtle  delineation 
of  culture-worn  aristocrats,  had  a  great  vogue  in  impressionist 
Germany;  but  it  is  inevitable  that  he  should  be  compared  with 
Friedrich  Spielhagen,  for  both  depict  the  junkers  of  north-east 
Germany.  The  region  of  Spielhagen’s  predilection  is  Pomerania, 
that  of  Keyserling  is  his  native  Courland,  but  the  junker  type  is  m 
the  characterization  of  both  essentially  similar.  There  is  however, 
a  difference  which  moves  them  worlds  apart  -  while  Spielhagen 
describes  these  landed  gentry  as  an  outsider  of  radical  and  even 
revolutionary  views  (though  with  a  suppressed  admiration  or  a 
socially  superior  class)  Keyserling  takes  it  for  granted  that  their 
qualities  are  the  prerogatives  of  their  class.  And  these  qualifies  - 
the  most  questionable  to  us  are  the  right  to  adultery  and  the 
manorial  right  (exercised  by  all  males  of  the  family)  to  an>  Sir  on 
the  estate  -  to  Graf  von  Keyserling  represent  vitality  (Ubau- 
kraffX  adventure,  ‘the  pleasurable  sensation  of  the  beast  of  pret 
(‘ angenebmes  Eaubtkrgefiihl ’)•  These  junkers  have  no  mof  ht^but 
they  have  Herrenmoral.  However,  -  and  this  is  the  note  o  s  v  o  _ 
-  the  characters  he  chooses  to  depict  are  not  the  bold  bad  Baltic 

1  Born  in  1858,  Hermann  Bang  lived  in  Berlin. : iff  sdon  o^/nobfe 
lose  Geschkcbter  in  German  -  has  for  hero  the  last  rdpe„Hon  of  fate  £  a  se«et 
race.  In  his  later  works  he  has 

force  which  breathes  around  us*  Can  defy  fate,  and  snatch  what 

attitude  to  life  moves  to  a  naive  hedonism .  we  _  -  und  Master 1 ; 

fleeting  joys  we  can:  Usgbt  mcbts  als  den  Trie ,  .  s  Kevserling’s  Herren- 

€Blut  ist  Blui;  das  will  siedeny  bis  es  matt  ist  n  i  characters,  due 

menschen  have  the  frightful  sensation  of nothing  in  life  but  this 
to  the  tragic  intensity  of  their  feehng  that  there and 
snatching  at  pleasure  which  must  be  sho t  *ith  . M 
because  in  the  face  of  fate,  which  ironically  permits  , 


294  MODERN  GERMAN  LITERATURE 

barons  who  live  a  full  life,  but  the  exceptional,  thwarted  dream, 
of  the  stock,  those  whom  their  finer  feelings  force  to  stand  b 
the  gnawing  bitterness  or  helpless  sadness*  of  resignation^' ? 
their  inferior  but  robust  brethren  seize  life  where  it  offers  ‘Wir 
an  demn  das  Leben  voriibergehf ,  might  be  the  motto  of  his  works 
and  what  happens  in  tale  after  tale  is  no  happening  at  all  but  just 
the  melancholy  inspection  of  what  might  have  happened  -  ‘EreLis 
m  der  Emgmslosighif .  In  his  novel  Dumala  (1907)  the  pastor  of  ! 
parish  is  in  love  with  the  wife  of  the  lame  lord  of  the  manor  but 

!har  b°T  Shm  °Ver’  and  C°mes  near  to  ordering  him  all 
hat  he  has  of  life  is  to  gaze  at  a  lighted  window  on  whidb  Ms 

15  ^  Sem  Ubenserfahrm&  one  of  the  stories  of 

Bmte  Herzen  (1908)  a  man  who  knows  he  is  preferred  puts  off  his 

courage  to  sm  til  the  woman  goes  off  for  sheer  boredom  whh  an 
insignificant  rival.  In  actual  life  Eduard  von  Keyserling  was  any- 
thing  but  a  bold  bad  baron.  The  third  son  of  the  lord  o4e  manor 
at  Paddem  in  Courland  (then  in  Russia),  he  was  educated  at  Dor- 
pat  University;  and,  apart  from  a  period  when  he  managed  the 
ancestral  estate  for  his  brother,  he  was  exiled  from  the  life  which 

dream5  °  °f  kndscaPe  trough  the  haze  of  a 

Vienna  f  ’  ^  CO*dnsioa  of  his  studies,  he  resided  in 

been  dS  W  been  attracted  to  Socialism,  and  to  have 

at  thiftime  7  CTtaCt,Wlth  Ae  m°vement:  his  experiences 

In  vln  KS  I,’ t°Jform  thC  basis  °f  Ws  novel  ** 

s  *  Vienna  began  the  disease  which  was  to  lay  him  low  •  from 

SUfftr,ediIike  Heine)  from  a  spinal  disease  due  to 

aPi  in  Itl  rme  “  I9°7'  °f  d£dsive  importance  was  a 

writers1  -  £  bertT  “  almOSt  traditional  experience  of  German 

land  and  hlT  °Ut  f°  ^  maSic  ofhis  northem  home- 

T  ’  to  di:!  \  bl“’  ks  dreaif  s  came  home  -  if  only,  as  in  Schviih 

Ifmore  "  **  “  Munick  After  "914  be  wrote 

432S  novels  Rosa  HerZ  (t883)  and  Die  dritte 

otffr  1 8 oo-  n  T  ltt  er!mp0rtance  as  Ws  dramas  {EinFrOiliifgs- 
miLke94^^"?r’  ^  Havel,  ,Jo3);  the  dra- 

(l9°5)  bas  the  vain  suatching  at  life 
and  happiness  of  the  Novellen.  As  a  delineator  of  North  German 

tiacb  Italim.  Ja,  einelzlitfa^dmiht  C.°ffess*?n:  ging,  sobald  ich  konnte,  heim 

mCht!  ^ **  *  *es  deal! spur^l^ThZ^u  ** 
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aristocracy  Keyserling  is  often  ranged  with  Fontane;  but  the  com¬ 
parison  is 'illusory  -  Fontane,  with  the  sympathetic  understanding 
of  an  outsider,  gives  his  characters  just  as  they  are,  as  quite  ordin¬ 
ary  gentlemen,  with  their  class  prejudices  and  snobbishness,  their 
tricks  of  conversation:  in  Keyser ling’s  aristocrats  there  is  decay  - 
not  so  much  the  moral  decay  which  Spielhagen  sees,  but  the  decay 
of  blood  quickened  by  experience  (actual  or  in  dream)  of  alien 
ways,  of  the  mellow  culture  of  the  West  or  the  hot  passion  of  the 
South.  Thus  in  Schwule  Tage  (1906)  Ellita,  prisoned  in  her  impover¬ 
ished  manor,  excites  her  school-boy  cousin,  whose  own  blood  is 
restlessly  stirring  in  dream,  by  dancing  the  bolero  under  the  forest 
trees.  She  has  given  a  last  spell  of  happiness  to  the  lad’s  Casanova- 
like  father,  who  has  come  home,  stricken  with  disease,  to  die  — 
but  not  before  he  has  healed  their  secret  sinning  by  arranging 
Ellita’s  marriage  with  an  officer:  she  —  ieine  Blute  der  adligen  Kultur 
-  must  sacrifice  life  to  be  true  to  her  class ;  and  the  boy  dreamer, 
by  accident,  sees  her  (a  Herrenweib),  in  her  last  rendezvous  with 
his  father  before  her  marriage,  threaten  the  worn-out  old  rake 
with  her  riding- whip.  Admirable  in  this  masterly  Novelle  is  the 
fitting  of  human  moods  to  the  tense  atmosphere :  plain  and  forest 
swelter  in  the  late  summer  heat,  and  with  the  breaking  of  the 
gathered  storm  comes  the  catastrophe  of  marriage  to  Ellita,  death 
by  morphia  to  the  exhausted  lover,  and  disillusionment  to  the 
sensitive  boy.  The  striking  feature  here  as  elsewhere  is  the  delicacy 
of  the  characterization :  we  see  vividly  the  suffering  lines  on  the 
old  rake’s  face,  the  physical  exasperation  of  Ellita,  the  languid  pose 
of  an  invalid  and  faded  lady  of  her  mother,  the  baffled  wonder¬ 
ment  and  impatience  of  the  boy,  and  the  idiot-like  receptivity  of 
the  barefoot  girl  who  relieves  the  pressure  of  the  boy  ’s  blood.  Not 
less  masterly  is  the  contrast  of  the  two  types  of  women  in  Beate  md~ 
Mareik  (1903).  £Die  weisse  Beate’  is  once  again  the  ‘blossom  or 
culture’,  ruling  her  manorial  hall  in  a  kind  of  silvery  radiance, 
Schlossherrin  rather  than  wife,  not  sensual  because  by  the  exigency 
of  rank  she  may  not  be  (‘1 Verlieben\  she  says,  *fand  id  laderhd; 
Verlieben  gehorte  ^irKamtnerJungfef'').  Mareile  is  the  daug  ter  o  t  e 
Inspector  on  the  estate,  earth-born  and  the  full-blown  flow  er  not 
of  culture  but  of  passion;  and  when  the  gush  of  passion  has  spent 
itself  and  the  manorial  reveller  returns  to  the  cold  decency  ot  ome 
he  knows  that  henceforth  for  him  life,  is  to  watch  hie  go  by: 
chastity  is  an  .essential  of  fenm>  but  stagnant.  In  this  1  entiti cation 
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of  vitality  and  sex  Keyserling  -  he  is  utterly  erotic  -  is  of  m, 
not  true  to  the  junker  type,  in  whom  notoriously  martial  qualiti^ 
come  first;  but  the  obsession  is  veiled  by  his  association  of  it  S 
the  landscape,  visionary  in  his  notation  -  sweeping  plains  brld 
tng  forests  park  and  pond  by  the  manorial  home  and  with  th 
extreme,  of  the  climate  folding  the  mood  of  the  mokem 
impressionism  of  landscape-colouring  Keyserling  is  unsurpassed- 
for  instance;  ‘Stitt  und ^  tag  das  Land  da,  L.ll 

Wtesen  Felder  and  Garten  hgm  darattf,  me  eine  verblasste  d tiekerei  aid 
emem  blind  gemrdenen  Goldgmnd.  ’  ^ 

HERMANN  stehr  (l  864-i94o),  a  Silesian  and  a  saddler’s  son  who 
gan  kfe  as  a  village  schoolmaster,  is  above  all  a  visionary  a 
mystic  seelong  religious  certainty.  In  youth  he  had  his  own  mental 

clZZ  fOUl  T  a$  "  Catholic  he  Studied  Dtwin  and  begm  t0 
.  for  ^  change  of  faith  he  was  persecuted  by  his  official 
superiors,  and  found  relief  from  his  suffering  in  wrkg  stfrie 

3;*™“  P°sltlvis“  §ave  to  a  Maeterlinckian  fatalism 

h„if  ’j  t  SayS’ 1S  rooted  ln  the  Silesian  character:  ‘Wir  Menscben 

grow“  that  is  m°S  regi°nS  °f  the  souI  where  f«e 

„r  ’  ’  P  ^tge  deeP  mto  subconsciousness  and  the  urge 

t  r,  enSCS  Unt/1  he  reaches  his  final  conviction  that  ‘das  Denken 

sStaifsassf-tasK 

appears  a  dismissed' el^  ^  D™  N*chte  (T9°9)>  m  which  Faber 
Itself’  Ja™sed  eIementary  teacher,  the  mouthpiece  of  Stehr 

m  ®£r  Heittgenhof  (,918),  the  scene  „ t 

in  Westphalia  fas  is  T  Wldl  Stehr,  in  his  native  Silesia  but 

i9?I)  DerHeiTo  ,  f°  the  case  in  the  short  story  Meister  Cajetan 

£  mot?  moSSlZ  °mc,  m“*  ^ 

theme.  Here*  conversion  Is  Z'^''  ?'’UCh  lllTe  S' enduing  for  their 
thought  in  the  Detenu  of  .1.  sjunulent  to  a  turning  inward  of 
g  the  person  of  the  hero,  a  Berserker  type  of  firmer,  as 
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the  effect  of  his  conviction  that  his  blind  daughter  is  holy ,  and  that 
her  holiness  proves  the  spirituality  behind  reality  of  life.  Now  his 
reformed  character  earns  for  his  farm  the  name  which  is  the  title  of 
the  book.  The  mystical  idea  is  that  which  Gerhart  Hauptmann 
weaves  into  UndPippa  tan#',  only  the  blind  see;  or,  in  other  words 
the  outer  reality  seen  by  the  eyes  of  the  body  is  corruption,  while 
the  inner  reality  visible  to  the  soul  is  imperishable  beauty.  In  the 
life  behind  life,  and  there  alone,  is  the  peace  that  passeth  under¬ 
standing,  and  clarification  is  a  process  that  must  come  out  of  one’s 
own  deeps  (‘ Selhstheiligunf )  -  the  idea  of  salvation  by  another  was 
invented  by  priests,  but  the  muddiest  pool  grows  clear  of  itself 
when  peace  comes  to  it  within  itself.  The  girl’s  sight  is  restored, 
however,  by  the  miracle  of  her  love  for  Peter  Brindeisener,  t  e 
son  of  her  father’s  inveterate  enemy  (the  Romeo  and  Juliet  motif 
in  a  rural  setting  once  more),  and  the  religious  faith  of  the  Heihgen- 
bauer  almost  founders  when  this  daughter,  because  marriage  with 
her  boy  is  impossible,  drowns  herself  in  a  pond.  He  recovers  is 
faith  only  in  the  conviction  that  what  had  come  to  him  bj  t  e 
accident  of  the  girl’s  blindness  must  be  regained  by  his  own  soul 
stirred  to  its  deeps  and  consciously  piercing  to  the  lig  t  o  rvme 
truth.  Der  Heiligenhof  is  in  some  sort  a  companion  volume  to 
Hauptmann’s  Emanuel  Quint  -  both  novels  continue  t  e  seven 
teenth-century  mysticism  of  Jakob  Bohme,  and  in  both  hallucin¬ 
ations  and  fixed  ideas  constitute  religion.  Stehr,  with  his  type  ot 
the  new  Seelenmensch,  is  already  the  Gottsucher  of  the  expressionists ; 
but  in  Der  Heiligenhof  the  Wandlung  of  which  the  expressionists  are 
so  fond  occurs  with  the  impossible  suddenness  of  the  conversion 
in  Masefield’s  Everlasting  Mercy.  At  bottom  Stehr’s  mysticism  is 
not  so  much  Silesian  as  Maeterlinckian:  it  is  not  the  New  Jeru¬ 
salem  beyond  the  horizon,  but  a  mirage. 

Stehr’s  next  novel,  Peter  Brindeisener  (1924),  is  a  sequel  m 
Heiligenhof.  Peter  Brindeisener,  for  the  love  of  whom  the  bhnd  g  r 
had  gone  to  her  death,  relates  his  own  experiences  in  the  form  o 
a  confession.  The  chief  interest  is  in  the  exposition  of  Stehrs 
somewhat  bloodless  attitude  to  sex.  In  other  novels  of 
problems  are  handled.  Leonore  Griebel  (1900)  has  a  femme  mcomprue 
for  heroine;  the  pathological  problem  of  a  finely  stnmgjoman 
decay  by  the  side  of  a  hopelessly  prosaic  husband  md ^her  1  - 
difference  even  to  the  child  she  bears  him  (s  e  regar  s  ^ 
as  another  shackle  of  dull  domesticity)  is  patiently  interpreted. 
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Stehr’s  one  drama,  Meta  Konegen  (1905)  is  ■  , 

heroine  is  neglected  by  her  husbandVu  d  m  theme:  the 
struggle  to  free  schools  from  clerical ’interf  *  Cngr°f ed  bP  his 
novels  Nathaniel Maechler  (i9a9)  and  Die  N 17^’  ^  tW°  late 
in  chronological  sequence  wkh  t£e  k°Tn  ^W)  ^ 

Nathaniel  Maechler  is  a  tanner’s  ar-,r>m  olutlon  of  political  ideas. 

the  ideas  of  the  1 848  revolution  •  gradually  hi  7^°  1S  mfected  with 
himself  to  the  welfare  of  tbp  •  b  Iearns  t0  subordinate 

family.  His  '>* 

and  inner  poverty  of  imperialist  German  S1VC  °Uter  sphndour 
selfish  defection  from  T  CntJC12ed  for  *eir 

-Hen  fail  because  Stebr’s  No' 

His  first  collection  Auf Nht  j % ^concentration, or, dearness. 

Der  Schindelmacher  (185,9)  is  for  Stehr  ^  ^  ?  natUralism' 
dramatic:  the  hero  transfer,  Stebr,  violent  and  even  melo- 
him  to  the  dust;  the  ghost  of  bi  t°Jus  niece>  who  humiliates 

to  vengeance.  He  rages  hke  KinT  appears’  and  Soads  him 
mows  the  corn  and  hang,  him  m  ^  smaslles  the  furniture, 
died.  As  a  Silesian  Stehr  ,hl  u?S£  f  “  tbe  corner  where  his  wife 
of  the  mountains  which  goes  toX^ ]kn°wl!dge  o£] the  gnomes 
But  a  Mareben  which  a  child  ^  blng  of  so  many  Marchen. 

damned;  and  W^tlin  “  a 

den,  is  merely  a  cryptic  ehhnr  1*  9  9  r  S  mOSt  famous  Mar~ 
not  the  golden  Jtoith  f  °/?e  theme  that  happiness  is 

story  D%  wd^rld.  The  short 

a  maker  of  violins  who  IovL^Jm  l/T ^  SymboIlc  M&rch™  of 
Schonlein,  and  then  in  the  passion  Jfv  passi°n  loses  a  “aid, 
violin,  as  though  out  of  bi,  ^  u  f  1118  gnef  caryes  a  magic 
the  shape  of  Schonlein’,  bod  Wn  j  rounds  and  smooths  it  to 
the  music  of  Heaven  He  b  /’  ^  fr°m  lts  chords  conjures  forth 
Schonlein;  but Tek  musf  perfeCt  violins  befom  he  found 

rn™„„  ;ipea  r  ***  "*** 

criiiciinijn[a°iihiwljJ'af’day  ““  onIr  bc  Provisional.  German 

a  down-weighted  brain  is  needS^  appredate  ^  aPParently 
length  of  time.  To  read  Der  u  ,0  Patlence  unconscious  of 
the  plodding  mind  of  an  el p^nhgenho^l%  a  heroic  task.  Stehr  has 
to  the  ™L®His  Z?  rdtT?y  U.  «ri"ds  “  “d  »» 

a  level  and  heavy  rhythm-  norVS  Iaborlous  thinking,  has 

mystics  proper  -  the  ultimate  effecTis^hat  0fflame  °f  the 

s  mat  or  an  imposing  mass  of 
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solidly  constructed  truth,  not  that  of  revelation  fired  with  the 
sublime  ecstasy  of  faith.  The  mysticism  is  that  of  a  schoolmaster 
whose  class  has  expanded  to  a  nation;  and  probably  only  the  Ger¬ 
man  nation  could  be  fascinated  by  novels  so  religiously  formative 
Some  at  least  of  the  tales  of  jakob  wassermann  (187 3-19 54) 
mav  be  ranked  as  Heimatkunst :  born  at  Furth,  where  he  began  1  e 
as  a  clerk  he  describes  Franconia,  and  with  great  intimacy  Nurem¬ 
berg  in  Die  Jnden  von  Zimdorf  and  other  tales  he  is  the  accredited 
interpreter  of  the  spiritual  and  physical  environment  of  the  Fran¬ 
conian  Jews.  But,  since  Wassermann  is  a  Jew,  his  native  province 
is  not  so  much  Franconia  as  a  world  of  ideas,  unctuously  Oriental 
to  a  great  extent  in  substance  and  presentment,  although,  in  his 
autobiographical  sketch  Mein  Weg  als  Deutscber  und  Jude  “ 

has  energetically  asserted  his  claim  to  all  the  German  heritage  of 
soul  and  language.  The  declared  aim  of  his  laboured  writing  is  to 
bring  about  the  birth  through  tribulation  of  SP“* 
man’  simple,  humble,  and  good,  who  calls  himself  brother  to  the 
outcast,  and  will  kneel  (in  Christian  Wahnschaffe)  even  to  a  cnmmal 
who  has  raped  and  murdered  a  little  girl.  (A  murderer  is  maocc 
runs  the  argument  in  Stehr’s  Der  Heiligenhof,  m  the  depths  ot  his 
soul,  just  af  on  the  ocean  bed  there  is  peace  while  tempers  rend 
its  surface;  we  shall  see  that  the  expressionists  proper  will  shoy 
that  not  the  murderer  but  the  murdered  is  gmlty.)  Wassermann  s 
didactic  tendency  clearly  runs  parallel  with  that  ol  Hermann  Stehr 
but  there  is  a  wide  disparity  in  their  technique:  Steh^  leads  up^ 
his  Seelenmensch  by  inner  experiences  which  illumine  *  P  - 
soul  they  awaken;  Wassermann’s  characters  are  transformed  m ^a 
welter  of  crass  sensationalism  which  has  elements 
or  of  the  Police  Gazette.  If  only  by  reason  of  this  Innd  examme 
and  concentration  on  physically  criminal  types  one  is  forced  to 
question  the  permanent  value  of  Wassermann’s 
terest  there  is  no  lack;  the  obvious  reason  tor  h's  comparaa 

failure  is  that  the  cerebrally  evolved  characters  acq  no  d  nam 

ally,  but  to  illustrate  the  theory  (proclaimed  m  Chnsm t  Uahn 

schaffe)  that  to  reveal  humanity  the  novelist  must  sink 

sick  souls’,  and  unveil  what  is  secret  and  hidden  by  ^msi  on 

into  the  causes  of  moral  disease.  Wassermann s  creed  asa  no  ^ 

is  set  down  in  the  treatise  I*  KemstAr 

nicht  die  Verknupfung  ausserer  Erlebnme  geben  ,  he  says 

Wirrnis  der  inneren;  ich  settle  ketnen  Ehrgeiz  dart  ,  -t 
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und  Ku  Ibsen?  He  means  that  he  would  not  prune  and  shape  his 
matter  to  a  logical  cohesion,  but  light  up  the  inextricable  con 
fusion  of  human  happenings  by  allusive  symbol  and  give  them  the 
significance  of  a  myth.  Dream  and  myth  are  poetry*  the  psvchm 
logist  s  interpretation  is  a  naturalistic  negation  of  poetry-  it  is  a 
shameless  exposure,  not  an  imaged  illumination.  The  psychologist 
of  present-day  literature,  Wassermann  says  in  another  treatise  Der 
Uterat  als  Psjcholog  (1910),  is  the  very  contrary  of  poet  he  is  ‘der 
Uteraf,  ‘ der  vom  Mjthos  losgeloste  Mensch,  der  auch  von  der  Gesellscbaft 
losgeloste  Mensch’.  The  technician,  probably,  is  not  tied  to  his  tech¬ 
nique,  or  falls  below  it;  but  there  is  considerable  originality  in  his 
method,  though  the  influence  of  other  writers  is  patent:  e.g.  of 

.  1 .  A.  Hoffmann  and  Jean  Paul  in  certain  of  his  Novellen  (Der 
megekusste  Mund,  1903),  of  Balzac  in  his  linking  of  novel  to  novel 
by  the  migration  of  characters,  and  of  Dostoieffsky  in  his  exhaust- 
ive  illumination  of  the  soul  of  outcasts. 

Wassermann  made  his  reputation  with  Die  Juden  von  Zimdorf 
(1897),  in  substance  a  withering  exposure  of  Jew  mentality.  In  the 
pro  ogue  the  Jews  in  Fiirth  and  Nuremberg,  who  live  in  a  close 
racial  community,  hear  that  at  Smyrna  a  Messiah  has  arisen;  and 
they  would  go  out  to  him  with  caravans,  but  news  comes  that  he 

IT  rn116  °V£r  t0  Iskm‘  They  f°Und  a  viIlage>  Zionsdorf,  which 
the  Christians  corrupt  to  Zirndorf.  There  remains  the  problem 

whether  the  Messiah  was  really  a  renegade  and  a  cheat,  or  a  typical 
Jew  who  goes  where  profit  is.  In  the  second  part  a  new  Saviour 
arises  Agathon  Geyer,  m  Zirndorf  itself;  but  he  saves  himself 
on  y  by  overcoming  the  narrow  spirit  of  the  law.  Die  Gescbichte 
erjungenFenate  Fuchs  (1900)  is  built  up  on  one  of  those  typical 

eses  o  assermann  which  to  sober  sense  must  seem  absurd.  In 

ntt-TT  a  character  who  is  obviously  a  copy  of  Peter  Altenberg 
,  S  !  Portentous  aphorism:  there  is  an  indestructible  asbestos 

Mnn,VT?f  ,iVery  glr  jhas  h>  even  if  she  falls-  Renate  Fuchs  is  a 
a  stTifUnf3^  ci. en^a? e  a  ^u^e;  she  leaves  him  to  run  away  with 
L  1  f  She  Wades  through  al]  the  hhh  of  the  world  -  she  falls 
hpwT^  Crfture  who  ls  recognized  as  a  study  of  Wedekind  - 
new  -am  6  1S  V?  aS  tBat  which  her  name  signifies,  and  as  the 
Sav  our  nf^  0  '  a  °f  love  Wlth  Agathon  Geyer,  the 

first  child  ^  f16  PreV1°US  nOVCl’  ere  he  dies>  and  she  bears  him  the 
fir  tfa,  rWfa:  Beatus‘ In  Der  Moloch  (1902)  Wassermann 
first  handles  the  obsession  which  recurs  in  Der  Fall  Mauritius: 
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summum  jus ,  summa  injuria.  Arnold  Ansorge,  an  innocent  country 
vouth  is  horrified  by  a  legal  crime  committed  against  a  Jew,  goes 
io  Vienna  (der  Moloch = die  Grossstadt)  to  seek  a  righting  of  the 
wroncr  (the  influence  of  Kleist’s  Michael  Kohlhaas  manifests  itself 
here  a&s  also  in  Caspar  Hauser  and  Der  Dali  Mauritius'),  but  is  himself 
contaminated  by  the  miasmic  life  of  the  city,  and  m  hopeless  self- 
contempt  shoots  himself.  Alexander  inBabjlon  (1905)  has  something 
of  the  exotic  splendour  and  the  rich  Oriental  colouring  and  sensa- 
tionalism  of  Flaubert’s  Salammbo ,  but  the  theme  is  essentially  that 
of  the  medieval  epic  of  Alexander-,  even  the  mightiest  conqueror 
must  depart  from  his  conquests,  and  have  his  mouth  stopped  wit 
dust  What  is  the  use  of  life,  the  sulphur-faced  young  king  asks  it 
I  cannot  keep  it?  Of  all  Wassermann’s  novels  Caspar  Hauser  Oder 
die  Trasheit  des  Herons  (1908)  is  that  into  which  he  has  put  most 
dearly  the  perhaps  naive  religious  teaching  which  was  so  dear  to 
his  heart.  The  events  narrated  are  historical;  and,  though  Wasser- 
rnarm  has  interpreted  them  with  obstinate  wilfulness  and  obses¬ 
sional  bitterness,  he  has  changed  them  but  little  in  details.  In  t  e 
summer  of  1828  a  boy  appeared  in  the  streets  of  Nuremberg  who 
could  neither  walk  nor  speak.  His  story,  Wassermann  says,  has  all 
the  elements  of  an  ancient  myth:  he  is  like  an  inhabitant  of  another 
planet  straying  into  this  world  as  if  by  miracle.  A  contemporary 
jurist  wrote  a  treadse,  Example  of  a  Crime  agamst  a  Hun^Bemg 

to  prove  that  Caspar  was  a  legitimate  prince  of  the  house  ot  Baden 
The  key  to  the  mystery,  as  provided  by 

the  morganatic  wife  of  the  Grand  Duke  of  Baden  had  done  away 

withher  husband’s  son  by  his  consort,  a  stepdaughter  ot  Napoleon, 

whether  with  her  knowledge  or  not,  the  boy  had  been  keptm 
mured  in  a  dark  tower  and  suddenly  released  by  his  )ailer;  and  as 
soon  as  opportunity  offered  the  reigning  dynasty  causedlum 
be  assassinated.  This  prince  imprisoned  from  birth  “  ™ 

and  thrust  out  into  the  light  of  day  at  maturity  is  ^heniefam  ^ 
in  German  literature  from  the  translations  of  Ca 
es  sueno ;  it  was  to  be  used  again  by  Hofmanns  ..  . 

Wassermann  uses  ^  Moloch  had  been 

faith  in  pure  humanity:  Arnold  Ansorg  ^  .  ,  i  t  tie 

such  an  innocent  depraved  by  contact wtth  ycloto  £th= 
had  had  some  conception  of  human  depravi^  *h“eM ^ 
Hauser  has  the  utter  innocence  of  a  necv-bom  bate.  The  probkm 
then  is :  is  it  possible  for  a  grovm-up  person  to  be  as  morally 
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as  the  driven  snow  ?  The  answer  is  in  the  affirmative ;  for  Caspar 
Hauser  is  an  angel,  and  would  remain  an  angel  if  the  world  would 
let  him.  But  his  keepers  torment  him,  and  force  him  to  lie.  And 
inevitably  -  for  he  has  a  face  of  girlish  gentleness,  brown  curls 
glossed  like  those  of  animals  that  live  in  the  dark,  the  light  brown 
eyes  of  a  frightened  fawn,  flesh  that  smells  like  honey  -  the  wife  of 
his  keeper  attempts  what  Potiphar’s  wife  attempted.  What  is  wrong 
with  the  world  is  that  we  have  got  Tragheit  des  Herzens,  sluggish 
hearts  or  hearts  that  won’t  wake  up  and  glow  in  the  worship  of 
innocence  and  justice.  This  famous  phrase  was  to  be  blazoned  like  a 
diamond  in  the  forefront  of  their  programme  by  the  expressionists. 
But  by  Wassermann’s  showing  no  expressionist  fervour  would 
save  humanity  so  long  as  there  are  dynasties  of  princes:  their 
juridical  system  is  an  abomination,  and  innocence  is  a  myth  ...  In 
Caspar  Hauser  Wassermann  tracks  evidence  with  the  relentless  in¬ 
quisitiveness  of  a  criminologist  and  pronounces  upon  it  with  the 
apodictic  certainty  of  a  judge.  In  the  novels  which  follow  he 
plunges  ever  deeper  into  the  investigation  of  strange  crimes,  and 
tends  to  interpret  them  as  the  effect  of  primitive  urges,  or,  another 
adept  in  the  occultism  of  the  period,  he  hints  at  psychic  trans¬ 
ferences.  In  the  short  stories  of  Die  Schwestern  (1906)  he  presents 
a  trio  of  women  who  are  sisters  in  the  morbidity  and  suffering  of 
their  souls :  Joan  of  Castile,  the  mother  of  the  Emperor  Charles  V, 
who  takes  about  with  her  the  painted  corpse  of  her  husband  Philip 
the  Fair,  in  which  a  watch  takes  the  place  of  a  heart;  a  washer¬ 
woman  hanged  for  murder  in  Fleet  Street  in  1732;  the  daughter  of 
the  President  of  the  French  Republic  in  1830  who  opens  her  veins 
in  a  cell.  Das  Gansemannchen  (1913)  is  one  of  the  most  notorious 
handlings  of  a  man’s  cohabitation  with  two  wives.  Wassermann’s 
story  is  probably  modelled  literally  on  the  life-story  of  the  poet 
Burger,  who  cohabited  with  his  wife’s  sister  as  well  as  his  wife. 
The  hero  of  Wassermann’s  novel  is  a  musician  in  Nuremberg,  and 
the  symbolic  title  is  taken  from  the  figure  of  a  man  with  a  goose 
under  each  arm  on  a  fountain  of  one  of  the  city  market-places . 
The  brunt  of  the  story  is  the  tragedy  of  the  artist,  the  myth  of  the 
eternal  enmity  between  the  creative  man-mind  and  the  earthly 
woman-mind:  Das Ewig- IF’ tibliche ^ieht uns  hinab* .  The  main  feature 
of  Christian  Wahnschaffe  (1919)  is  that  a  rich  man’s  son  does  what 
Buddha  did:  he  turns  his  back  on  wealth  and  rank,  and  lives  with 
outcasts.  In  the  four  volumes  of  the  cycle  Der  Wendekreis  (the  first 


THE  NOVEL  OF  IMPRESSIONISM  3°3 

novel  1920,  has  this  title;  then  follow  Oberlins  drei Stufen,  1922; 
£  Wojtich,  1923 ;  and  Faber  oder  die  verlorenen  jahre 19*4) 
idea  of  psvchic  discontinuity  comes  into  play  an  mdivi  u 
made  upPof  various  Fs  which  come  to  the  surface  under  the  pres¬ 
sure  ofevents ;  and  this  idea  continues  in  Laudmmddie  Semen 
Then  in  a  trilogy  of  novels  Wassermann  probes  his  way  to 
2  Won eives  a s8I  new  cerebralogically  at.es.ed  system  of 
IthLs  and  religion.  DerF all  Mauritius  (1928)  is  the  most  ambitious 
detective  novel  in  German  literature,  but  qua  detective  novel  it  is 
incredibly  naive  and  boring.  Very  irritating  is  Wassermann  s  tedi- 
SS ^  here  relentlessly  applied,  of  Entschkierung  -  strip-teasmg 
Tould  be  the  translation  of  the  word:  there  is  a  mystery  which  s 
revealed  shred  by  shred.  Etzel  Andergast,a  boy  of  sixteen,  sets  ou 
0  umav  1  a  tJder  mystery.  His  father,  an  attorney  general  had 
Mocured  the  verdict;  and  he  too,  after  Maurmus,  the  man  con¬ 
demned  for  the  murder,  has  been  doing  penal  se^ude  for  “g  ; 
teen  years,  renews  the  investigation  by  sitting  with  the  pri  o 

■S—  S’Be“wbe.e  he  — s  himself - 
the  man  who  had  been  the  chief  witness  at  the |  trial,  i » , 
Jew  scholar,  Waremme, 

fired  the  revolver  and  killed  her  sis  ,  nnart  from  the 

directed  her  aim.  The  real  purpose  of  ^  ™  ’the  bitter  Com- 
inquisition  into  problematical  men  a  ’  justice  generally, 

munistic  accusation  of  German  justice  a  Eteel  Andergast 

continued  from  Dec  is  ntw 

(1931)  is  the  sequel  to  Der  Fall.  who  pierces 

the  pupil  of  a  of  characters!  ]mtb  K.rk- 

into  the  innermost  mind  ot  the  cro  ^  Bu/a  yiatart 

bovens  dritte  Existem i  (1934)  ta^es  UP  ,  ,  culmination  of  Was- 

(1 93  2)  and  Christoph  Columbus  (1929)  mark  th  characters.  It 

e  ian-s  motbid  stiU  in  tiae  delineation  of  baroque, 

had  been  said  that  the  heroes  hetejaedissects  his- 

as  unreal  as  (say)  Lohenstem’s  Armmras.  here  n 
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torical  characters,  and  lavs  hare  u 

secret  soul  -  together  with  its  disease  In^/^AA^  t0  be  their 

3teS  thc  psychology  of  Stanley.  To  htfsmnto  ^ 
conquistador  -  a  conquistador  not  merely  of  vast  new  sZ  *  °f 
but  of  his  own  mysterious  ur*es  and  of  P  °f  earth 

What  makes  the  book  alluring  rh/S  *  3Uagmire  of  life’, 

adept  in  strange  mentahd  ^Jos  oh  r  i  *?***  °f^ 

indeed  planned  more  or  lesTas  an  Inf1  ^  ^  whoIe  book  is 
of  Darkness  by  the  li£ht  of  Stani  *  pretafon  ofl Conrad’s  Heart 
perhaps,  indeed,  a^t  erp  j  ll “I**"®; 
of  Contad-s  tragic 

not  too  naively  Freudian  may  be  questioned  **“,  "“rpretanon  is 
mann  cannot  understand  Stanley’1  ostendhb '  I  “  T“tS  WasSH’ 
experience  unless  there  k  an  ^  c^ean  s^eet  of  erotic 

ploret’s  bewildel^  a  ,h“  oU^fTf  P^CaS^  **“  - 
left  in  charge  of  the  rearguard  /IPp  °f  ^  subor^ates  he  had 
is  questioned  as  either  naivete  or  ReIief  Expedition 

be  clear  that  these  normal  British  men  h^  pfetence’ since  i(:  must 
allurement  of  the  African  iunvle  n  had  succumbed  to  the  erotic 
acter  (Livingstone  Stanley  rfn  i  °?  7  rdl#IOUS  heroism  of  char- 
of  the  jungle,  or  symbolically  the  ^  °Ut  tb*S  P°E°nous  inertia 
heit  des  Herzens),  while  those  whnT^^^  °l ^  m  general  (Trig- 
wih  (EminUa,  * 

into  it.  Wassermann’s  Columbus  is  o  f  -  k  deePer  and  deePer 
he  is  a  creature  of  impulse  rarh  i,  r^stlc  case  of  Entheroisierung: 
bhndly,  and  ‘burSlt “ 

rsdc  and  religious  (S3 If °  (“T the  *«»■*<,„  by  dyn- 
Stehi’s  obstinat3eeking  for^neiy1*”  l0®muniry- 
programmatic  Buddhism  are  svmnre  reIlgl°*  and  Wassermann’s 
place  in  the  novel  after  iqoo  in  °fthe  change  that  takes 

sonality  (Nietzsche’s  AdlsmnsdZZ  /"T  °fheto:  the  great  per- 
Dtervenmensch ,  tends  to  be  a  Cntt  ^  rePIaced  the  decadent 
some  new  moral  way  of  escaoin/f^’  °l  ^  dI  GVents  he  seeks 
progression  to  the  humanistic^/  r°m  tbe  ^agmire  of  life;  the 
Ernsts  is  typified  bV^eauen/^^^  ^  °f  the  exPres- 
Many  of  these  novels  of  the  new  cent,  aSSCrmann’s  sociaI  rebels, 
the  development  of  the  hero  from  f7  ^  Smce  tbcP  describe 

and  woe,  Mdungsromane  or  EntSclZZ  ^  thrOUgh  weal 

old  sense;  but  the  best  of  them  Jdngsromane  more  or  less  in  the 

e  so  intensely  personal  that  they 
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have  been  classified  as  Bekenntnis-  undBildungsromane-.  in  their  pages 
the  author  reveals  himself. 

The  work  of  the  two  brothers  Heinrich  and  Thomas  Mann  has 
from  first  to  last  this  blending  of  confession  and  mental  evolution, 
and  at  the  same  time  criticism  of  society,  gently  ironic  in  the  work 
of  Thomas,  corrosive  in  that  of  Heinrich,  who  has  been  called  the 
German  Juvenal.  The  two  brothers  are  scions  of  an  old  patrician 
family  of  Liibeck.  Their  grandmother  was  a  Brazilian  creole,  a 
skilled  musician;  she  is  the  ‘southern’  mother,  passionate  and 
artistic,  who  in  Thomas  Mann’s  novels  stands  in  stark  contrast 
with  the  solid  and  practical  German  temperament  of  the  men  of 
the  old  stock.  In  Thomas  the  German  temperament  prevails  and 
controls  his  slow,  carefully  considered  and  polished  style  with  its 
sad  rhythms;  in  Heinrich  the  romance  blood  is  credited  with  the 
hectic  rush  of  the  sentences,  with  his  gorgeous  colouring,  and 
with  his  Italianate  rut  of  passion. 

heinrich  mann  (1871-1950)  reveals  his  own  personality,  parti¬ 
cularly  in  his  Novellen,  by  those  of  his  characters  who  are  artists 
and  poets.  Mario  Mavolto  in  Pippo  Spano  (one  of  the  short  tales  of 
Platen  und  Dolche,  1904-5)  is  self-portraiture;  he  is  a  poet  who, 
forced  to  observe  life,  remains  outside  it;  this  disgust  with  art  is 
again  expressed  in  Die  Gottinnen  by  the  painter  to  whom  it  would 
be  happiness  if  he  could  contemplate  beauty  without  having  to 
paint  it.  Art  is  reviled  as  ‘a  perverse  debauch’  that  enervates  its 
victim  to  such  an  extent  that  he  is  incapable  of  real  feeling.  Hem- 
rich  Mann’s  novels  may  be  divided  into  two  classes ;  the  first  class, 
the  scenes  of  which  are  mostly  in  Germany,  are  caricature  of  the 
grotesque  genre,  in  intent  social  criticism  and  culminating  m  a 
kind  of  political  propaganda;  the  second  class  are  as  a  rule  local¬ 
ized  in  Italv,  and,  though  they  may  be  classed  as  Bekenntmsromam , 
since  they  reveal  the  author’s  orgiastic  mind,  are  riotous  paeans 
of  life  lived  at  fever  heat  in  a  world  where  common  sense  and 
goodness  and  pity  do  not  count.  Ini  S chlaraffenland  (1901)  carica¬ 
tures  and  excoriates  the  stock-jobbers  and  literary  hacks  of  Berim; 
it  is  a  picture  of  Sodom  in  which  all  the  sinners  are  not  wor  a 
decent  man’s  kick.  The  hero,  obviously  modelled  on  Maupassants 
Bel  Ami,  is  a  litterateur  who  lives  by  love.  Diefagdmch  Ltebe  (  9  4) 
transfers  these  literary  orgies  to  Munich;  its  most  lurid  scene  1 
when  an  actress  who  is  to.  play  Monna  Vanna  .  sro  es  e^s 
finds  the  man  before  her  dead.  Professor  Unrat  (1905),  well  known 
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as  the  film  The  Blue  Angel,  has  for  hero  a  grotesque  schoolmaster 
who,  tracking  his  pupils  to  a  tavern  where  they  wait  on  a  light  o’ 
love,  is  himself  drawn  into  her  coils,  marries  her,  loses  his  nov 
and  avenges  himself  on  his  fellow-citizens,  his  former  pupils  bv 
luring  them  through  his  wife  to  debauch.  The  picture  is  repulsive 
but  Heinrich  Mann  is  applying  the  method  of  Balzac:  by  exag^er’ 
ation  he  aims  at  showing  the  terrific  power  of  instincts  and  of 
passions  latent  m  any  respectable  individual;  a  Philistine  or  an 
immaculate  Methodist  is  a  potential  monster  of  vice,  for  since 
virtue  is  vice  reversed,  intensity  may  be  equal  in  a  different  direc¬ 
tion,  just  as  rising  (according  to  the  observer’s  standpoint)  is  fall¬ 
ing  upwards.  In  Zwischen  den  Rassen  (1907)  Heinrich  Mann  fights 
out  the  conflict  in  his  own  blood  between  north  and  south  spiritu¬ 
ality  and  sensuality:  the  heroine,  like  the  author,  is  half  South 
American.  The  Romance  lovers  pounce  on  their  women,  while  the 
ermamc  hero  timicHy  waits.  Die  kleine  Stadt  (1909)  begins  as  an 
idyll  m  a  little  Italian  town  where  the  clerical  party  try  to  prevent 
an  itinerant  troupe  of  actors  from  producing  their  shows.  But  the 
action  quickens  to  the  passionate  love-story  of  the  young  tenor 
and  a  beautiful  girl  he  sees  behind  the  door  of  the  convent  In  Die 
Gottinnen  oder  die  dm  Romane  der  Her^ogin  von  Assy  (1902-3)  Hein¬ 
rich  Mann  s  most  ambitious  work,  all  this  southern  fever  seethes 
into  delirium.  To  blame  his  creole  blood  for  the  ravishing  rut  of 

f  * 1  1S,,hard  y  SC1fntlfic;  much  of  k  is  due  to  his  residence  in  Italy 
and  stM  more  to  his  cult  of  d’Annunzio,  who,  moreover,  appears 
thudy  disguised,  as  one  of  the  characters.  ‘I  have  discovered  a  new 

Snref’T?  °f  ^  ChfraCterS  Proclaims>  ‘the  hysterical  Renais- 
Ze  A  5  °n  th£  head :  the  <Wters  {unbedenk- 

verlfdl  T™'  St°l}^ndd£ster  na '*>  Grosse,  blutbefleckt  frei  rnd  un- 
streninWIW-  Weakknfs  to  whom  their  perversities  are  heroic 
and  ranari*-6  7yn.°te  0 _tbe  trdogy  is  the  discord  between  desire 
T  t  J  „  ,S  “  a  german  novel  written  a  century  before, 
not  a  rmMemSe  %  f^rngheU0,  the  wickedness  is  a  phantasmagoria, 
the  rnf°  dinf  °^strength  as  in  the  authentic  historv  of 

sWp3  w  t  ?^naQd  Meyer’  Winself  a  oakling  wor- 
v  eated  Renaissance  voluptuaries  with 
of thS tSS  rf  “  '**?*••  Heinrich  Mann  sees  only  one  side 
law  a^T  T  7:,WOrShip  °fbeaut>'  ^hampered  bv  the  moral 

!hl DlesTnTe  I"5*’  l0Ve'  ^  SCene  is  ™  ^  a  vast  scale  - 

les  by  right  of  beauty  from  Dalmatia  to  Venice, 
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,  y,ol„  _  blit  the  inner  meaning  shrinks :  she  is  in  the  first 
Rc“,  ’DT  achieving  freedom,  in  the  second  Minerva  ruling  the 
°T  S  Sbeantyin  art,  in  the  third  Venus  seizing  py(Fr„i«ti- 
“  Jehsmt)  -  but  in  reality  as  the  novel  shapes  we 

he^nte  first  two  novels  empty  and  aching,  and  m  the  third 
see  her,  in  the  first  t  Nietzsche’s  doctrine  of  Dion- 

Venus ™  i^ed  ,0  the  dregs :  a  boy  is  loved  to 

bHan  joy  are  violations  and  sadism;  there  is  a  bout  of 

whisper,  ^^nGdieb^  - .  Meine  Gondelwartet. ’  But  the  trilogy 

p^.topwsedbjMd^  Zlchkunst,  the  ecstatic  style 
ot  impressionism,  and  is  ai  }  cinematographic  flashes, 

which  presents  life  (das  rasende  Leb  )  ^  Heinrich  Mann 

It  is  strange  to  find  so  Mutter  Marie  (1927)  «  rather 

among  the  Gottsucher  mid in  _  conyersion  than  a  confession  of 

a  dispassionate  study  of rehg  TWoness  Marie  Hartmann 

personal  behef  in  the  efficacy  of  faith.  Ba.oKSS 

recognizes  in  the  heir  of  a  genera  ^ad  Abandoned  on  the 

before,  when  she  was  a  serv  g  >  ■' 'horrors5  (but  somewhat 

rim  of  a  street  fountain.  And  -  horror ■  ol honor ^  ^  ^ 

in  the  namre  of  the  Ninon  e  Qc or  the  male  as  well  as  that  of 

love  for  the  boy  is  that  of  a  woman  for :  the  mate  £ s  ^  ^  ^ 

a  mother.  She  seeks  a  ’q*  oler  &  B*gnp> 

fession  in  the  Hedwigskirche  1  t  £  Ge}beps  days,  is  a 
(1928),  with  its  description  of dife :  m  ,  ^  a  CTreat  rem0ve. 

side-piece  to  Thomas  Henri, Ouatre  (1938)  and 

The  historical  novels  Die  Jugenddes  ko  a  esent  a  declension 

Die  Vollendmgdes Konigs Henri  — ^  j  Qf  Feuchtwanger  and  hoc 
from  the  heights  of  literature  to  theleyd ^  ^  vktQry 

°f  thC  ^  ^ 
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Catherine  dei  Medici,  whose  sinister  running  ; 
the  frank  joyousness  of  the  young  king  U'ith 

and  the  massacre  of  St.  Bartholomew  afthe  climax  Stands.out> 

fine  The  construction  is  episodic,  and  tfaeSooT”1^ 
tangW.  DrAu*  isP  ^  atteTt  t„  “ *  ,S“7  “ 
expressionist  style  of  the  day.  P  *  the  ultra' 

d^5e‘stca„m  r/oXf  “X  °i Heinrich  «* 

cianon  of  the  WilhehXL  Lie  Xd,XXXX'’"',f  de1™- 
scries  w,s  in  COOK' 

vented  i  Sri  7  he  zhsothmS  excitement  of  the  War  pre- 

have  been  too  illXve  to  mX”  °f  notab'ljhes  aiivc  or  dead  mat 

•he  All-Highest  was  in  plTSXT STi/TX  'O'0^" °f 
set  forth  of  Diederich  loci;  /  n  Der  ^'ntertan  the  career  is 

tsf ^ 

sst 

workers  are  worse  off  tlF  i,  arin§5  a  s)rstem  under  which  the 
struggksTf  le  Drollll  befofe-  ^uhles  and 

helped  by  the  melodrama  ti  ^  .ePress*ng  reading,  and  are  not 

has  a  trump  card  in  his  hand°  forh^  BaInch’  a  youn§  worker, 
his  employer’s  familv  hr  I  ’  t  £  Can  Ptove  financial  villainy  in 
tator.  Greek>  -d  ap¬ 
proves  hopelesfgBalr?ch  11 P  PCd  by  d>'nasX  and  State 

of  a  suppressed  worker  •  ^tncTthe  $  ^  “*.«***  to  the  pfe 
him  and  his  fellow-workerc  ,n°Ve  ends  Wdth  the  picture  of 

flagged  streets.  In  DerKopfr^hlilht^  ?  the  War  aIonS  be‘ 
as  a  private  affair  -  the  nil  t  f  ^  described  by  one  character 
Democracy.  As  a  roman  '  l%  St5U^e  °fi  Wilhelm  II  with  Social 
Secretary  of  State  Larinas  il  ^  1  ^  n°VeI  bas  historical  interest, 
is  no  need  to  give  the  kev  lu  rSt?°d  f°  rePresent  Biilow.  There 

gtve  the  key  to  Knack,  the  iron  and  steel  magnate, 
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i*  his  daughter  Bellona.  Tolleben  is  stated  in  the  novel  to  be 
Bismarc§k’  The  agitation  of  the  industrialists,  supported  by 
\dmiraWoii  Fischer,  to  make  the  fleet  strong  enough  to  annihilate 
British  fleet  is  a  vital  element  of  the  intrigue:  England  and 
the  Brltlsh  ttee  ,  h  b  of  ^  Jews,  and  hence  are  the  deadly 

pillars  of  the  State  flit  and  flash 

two  o-littering  scamps.  Terra  and  Mangold.  Mangold  marries  B 
wo  ghtteng  t ’>  ^  Graf  Lannas?  ^  rises  to  be  Chancellor. 

Ca  personally  advises  the  Kaiser  to  abolish  the  death  penalty: 
then  itwill  not  be  possible  to  charge  him  with  lusting  °r  “as 
murder  by  means  of  war.  The  Kaiser  is  at  first  impressed  but  th 
Hes  in  v“ry  vulgar  German.  When  the  War  is  lost  Terra  and 
ij  •  IQIg  die  a  picturesque  death:  linking  arms,  they 

dim  even  for  real  life.  In  his  preface  to  D«  f"" .S^hn 
which  continues  the  pohtical  and  social  novels.  Haunch  . 
IpSates  on  his  JceprioA  of  .1 re  1 BeW— - ^ £ 
says,  should  always  be  a  sort  of  con: “““ T  ^“p, eased 
himself  but  also  to  his  contemporaries.  The  action  p 

“NoX“ouHt“mtm  different  from  the  whipped  has*  and 
the  darting  radiance  of  Heinrich  Mann's  sly let ^  d  ngs 

and  the  guarded  flame  of  thomas  ma  (  -g  tbe  CT[ar- 

The  ever-recurring  theme  m  his  tales  (s  or  *^ho  i$  |t  to 

ing  contrast  between  the  normal  man  who  is  not 

live  {lebenstuchtig),  and  the  artist  or  poet  Mann>s 

fit  to  hve  (lebensuntuchtig,  ^ 

artist  is  another  version  of  Schmtzler  s  JuQder  a  gradual 

whereas  Schnitzler’s  creature  dies  un  inescapable 

anaesthetic,  Thomas  Mann’s  artist  is  t«tu*d  lg* e ves and  the 
contemplation  of  his  normal  fel  ow-men  ^  ‘citizen’  is 
rosy  glow  of  health  and  no  self-consc  ^  bves  a  charmed 
cased  in  his  insensitive  skin  as  in  t  c '  ar“  ’  arrows,  is  assailed 
life,  while  the  arris.,  to  whom ■  b<*»ty  » ^ 

and  driven  despairing  ‘  £ ijfe;  he  is  an  outcast,  a 

The  artist  is  shut  out  inexorapiy  u- 
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cripple,  often  an  attitudinizing  fraud  Someth; nf>  c  ,  • 
conception  of  the  artist  may  be  due  to  thTvoZl  ^ 
Lombroso’s  Man  of  Genius-  but  it  i«  aic  u  ue  at)out  1900  0f 
the  old  romantic  Verhimmehmg  of  the  poa  aslne  b  reaCd°n  from 
chme,  dowered  with  heaven  lTnn ™  ?  ?  born  ln  a  g°ld«i 

ated,  in  short  Tennyson  “  Paul X  ’  adu1' 

sdnger,  or  Hofmannsthal’s  Tivian  There  is  o  ^  Wedeklnd’s  Kammtr- 

wi«h  whose  Ration  „ 

gathered  by  tlTwistT.n  md  ?“tal  effott  is  “th“  to  be 

significance7 here  is  rather  in  tT  *'  f'T  °f  a11  eyesi  Kdl«’s 

great  and  sensSve  aS  ”ned 771  °f  °W”  “fe  '  he-  * 

did  his  tedious  duty  for ’years  at  7  Tt  °?  “d  letters  md 

Zurich.  To  go  farther  ZX  r  St«atsschrezber  o£  *e  canton  of 

common  round  of  duties  T  IOSt  for  ?ears  in  *e 

a  traitor  to  his  genius  or  foT  U  t0-  feIlow'men:  was  he  then 
T,  ZT  genius  or,  for  a  period,  sane  ? 

fiv^rde  CaTeT:  BuJJ”brkS  ^  ^  h'  ™  twenty- 

It  is  a  story  of  the  parahei°!iW  lchil^Progressiveiy  consolidated 
family  in  Liibeck  and  in  the  ^  ^  fortunes  of  a  merchant’s 

as  succeeding  aenerations^atCa^aat^  f°r  Hfe  °f  the  members  of- it 

culture.  Through  all  Thnm  tr  °  ™°re  and  m°re  of  tbe  Pollsh  of 
of  this  idea  thft  devenetT  Mann. S  work  winds  the  grey  thread 

culture  goes  XtTde  a  n1S  ^  “  °f  cuItu^^  with 
pleasant  frequency-  the  ™  ^  ^  g^astly  detai1  recurs  with  un- 

theBuddenCd,77T  ^  *'  “Wdi  **  >»t  of 

diseased  teeth  Two  nfT  agonacs  an(i  in  the  end  dies  from 
the  short  story  KsL  l^Tf  7"“"  Spinell  “ 

are  beardless  in  manhood  tic  ’r-  egenerate  husband  in  Luisdm) 
Ms  Indian  Meyer  be  J 

in g,  not  from  the  classir  r-r,  conception  of  catastrophe  spring- 
*  conception of 

inevitable  process  like  that  f  e  Passion’  hut  from  a  natural  and 
Mann  is  air  inntvato,  •  1 h *****  a£*t  Werin& that  Thomas 
logic  supported  by  all  the  evid^^TT*  3  sW’  Painstaking 
(and  with  this  idea  he  intern™  u  f  Saence  that  culture  is  death 
that  love  is  death)  is  to  ha  ^  tbj  sdd  more  tragic  conception 
mortals  who  havi  str£k Tt  ^  a  SCCUre  seat with  the  im- 

IeSSOn  is>  in  Zuddenbrooks  as  m  faZT  ^  *  literature‘  The 

the  following  stories,  enforced  by 
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an  intricate  use  of  symbol;  e.g.  though  the  Buddenbrooks  die 
guiltless  and  in  utter  decency  the  last  head  of  the  firm,  the  im¬ 
maculate  senator  Thomas,  falls  into  a  puddle  in  the  streets  and  is 
brought  home  stained  and  bleeding  to  die ;  or,  in  plain  terms, 
physical  decay  brings  back  the  flower  of  gentility  to  the  gutter. 
The  technique  of  the  novel  is  on  the  whole  masterly,  with  its  slow 
contrasts  of  character  and  its  minute  rendering  of  the  milieu  of  an 
ancient  Hanseatic  city;  faulty,  perhaps,  is  the  Dickens-like  cari¬ 
cature  of  the  eccentrics  and  villains;  and  very  dubious  is  the  use 
of  leit-motifs,  i.e.  the  wearisome  repetition  of  facial  and  personal 
peculiarities  and  tricks  of  diction  and  gesture.  This  not  only  tends 
to  bore  if  not  to  irritate  the  reader,  it  limits  the  characters;  that  is, 
at  a  certain  moment  they7  must  sayT  a  certain  thing  or  make  a  certain 
gesture  -  they  are  bound  up  in  the  piffling  trammels  of  their  per¬ 
sonal  habits  instead  of  having  unrestricted  freedom  of  movement 
and  self-revelation.  To  this  practice,  however,  Thomas  Mann 
keeps ;  thus  in  Koniglicbe  Hoheit  Imma  ahvayrs  speaks  w  ith  pouted 
lips’,  and  the  Grand  Duke  alway7s  sucks  his  upper  lip. 

The  most  poignant  expression  of  the  artist’s  tragedy,  perhaps, 
is  in  Tonio  Kroger  (1903),  the  story  of  the  Liibeck  boy  with  a  correct 
father  and  an  exotic,  passionate  mother;  he  strays  into  art  and 
longs  to  get  back  to  decency,  and  is  not  surprised  that  when  he 
returns  as  a  famous  author  to  his  native  city  he  is  nearly  arrested 
under  suspicion  of  being  a  criminal.  The  three  collections  of  short 
stories  Der  kleine  Herr  Friedemann  (1898),  Tristan  (1903)  and  Das 
Wunderkind  (19x4)  contain  more  than  one  acknowledged  master¬ 
piece.  Asceticism  and  joy  in  life,  or  in  other  words  dualism,  are 
the  theme  of  the  short  tale  Gladius  Dei  and  of  the  literary  drama 
Fioren^z  (1905).  In  Gladius  Dei  a  religious  fanatic  declaims  against 
the  flaunting  indecencies  and  the  display  of  physical  beauty  in 
Munich,  the  typical  art-city  of  our  days;  in  Fioren^a  Savonarola 
faces  and  defies  Lorenzo  dei  Medici,  while  Florence,  symbolized 
as  the  courtesan  Fiore,  has  to  choose  between  the  two,  between 
ascetic  spirituality  (Geisf)  and  art  that  snares  the  senses.  In  kamg- 
liche  Hobeit  (1909)  the  individualism  of  the  impressionists  turns  to 
the  altruism  which  the  expressionists  were  soon  to  proclaim:  a 
prince  (with  a  withered  hand  -  bold  symbolism  before  19x4.) 
stands  for  the  artist  or  unusual  character;  he  achie\  es  sal\  anon  y 
sacrificing  himself  for  the  good  of  the  community  .  T  e  pro  em 
of  the  extraordinary7  personality  here  finds  its  solution,  which  is 
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t0  dem0CraC5’ 

ppzr£^*£  wffiS* 

“  ^ToJi,  ™h  pmfU  incisive®, 

work  already  in  t  SA„oIbSk?“  ^  ^ 

here,  to  his  own  horror,  he  feuT  4,toi  for  a  Holiday  to  Veaice; 

cannot  tear  himself  away,  dies  TheneaT  ^  *  beautifuI  b°7, 

scope;  the  romantic  adulation  of  beamy  17 !°  Utl,°n ls  Posltive in 
the  hero,  if  he  had  not  been  a  ^  tameless  (‘ liederlichy 
trolled  himself,  might  have  left  Venice  bave  con' 

septentrional  artist  is  sofren,^  j  and  returned  to  duty  i  The 
but  there  is  peril,  to^fSfinl,  bg  the  ^7  ^ 

boy  is  a  Pole,  and  smitten  already  wirfT^  COnsa°usIess  east:  the 
meaning  of  Der  Tod  in  VenedkhZ*2  m'UrabIe  ^ase.  The 
munings  with  himself:  beauty  virtue  “T®  m  the  hero’s  c°m- 
dtvme;  but  of  these  only  beamy  !s  at  ^  ^  aS  Pkt0  taugH 
senses ;  and  since  the  artist  works  by  the  ^  VisibIe  t0  the 

beauty  is  the  artist’s  way  to  the  cePtJon  of  the  senses, 

-a7  to  the  spiritual  goes  ^  W  Can  he  ^ 

*8°*r?  &  not  this  f  d  v  ous  wav  f  SenSlS  attain  ™d°*  and 
astray  ?  The  poet  cannot  take  t W?  f  f  that  is  bound  *>  lead 
^  guide.  .  .  .  Poets  are^ke  t0  beaut7  but  Eros  joins  him 

and  their  yearning  must  be  fo! loZ’rS™ Z  is  thdr  Station, 
doomed  ardst  is  relieved  by  his  ^  Maon.s  £nm  picture  of  the 
acter  in  the  short  tale  Schwle  sLZ  °f  Scbiller’s  char- 

physical  incapacity  caused  by  the  ove  ^  Wunderkind)  ■  it  is  the 

the  artist;  the  true  artist  howe  ght  °f  miad  tbat  isolates 

!y°  °_f  the  nobility  of  his  task  del!  COnfaous  °f  Ws  fraiIt7  but 
(Hemsmtr  der  Schwdcbe) :  Schhler  r  ^  £ileroism  of  weakness’ 

realizes  how  terrible  his  fate  is  wh?’  u  d°°med  b7  disease,  and 
Goethe  ;  but  he  finds  consolation!^! , ComPares  himself  with 
to  be  a  hero  than  to  be  a  god  Her!  !°Ught  that  *  is  harder 
m  by  Mann  that  the  artist  ma  \  °°’  ?ere  1S  an  acknowledg- 
cnticism :  Goethe,  ZuUcb  u2  *?***  “d  raised  ab^e 

.  1  B*  D.  M.  Hall  in  her  "  creadng  by  inspiration 

1 9co)  if  9  y„;  °n  of  Platen’s  diary  fel  t  u  SOUrces  of  the  book  was  the 
Pkten  On  von  Scheffler!^! 

VtrmScbteis  (iQiiWK°SeJUality  for  granted  Thomas  Mann 
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and  not  by  knowledge,  is  worlds  away  from  the  man  of  letters  to 
whom  creation  is  a  craft  learned  by  rote  and  practised  in  tortured 

isolation.  . 

This  preoccupation  with  the  problems  of  degeneration  and  dis¬ 
ease  culminates  with  Thomas  Mann  in  his  vast  symbolic  inter¬ 
pretation  of  life:  Der  Zauberberg  (1924),  perhaps  the  most  deeply 
planned  novel  since  Wilhelm  Meister.  Hans  Castorp,  the  last  scion 
of  a  patrician  family  in  Hamburg,  comes  on  a  visit  to  his  cousin, 
who  is  a  patient  at  a  sanatorium  for  consumptives  at  Davos;  he 
comes  for  three  weeks,  he  remains  seven  years,  and  leaves  the 
place  to  fall  in  the  Great  War  -  rescued  by  a  great  cataclysm,  re¬ 
turned  from  dream  to  duty.  The  Magic  Mountain  is  a  symbol  of 
Europe  before  the  First  Great  War;  it  is  a  questioning  of  all  cul¬ 
ture.  The  Magic  Mountain  is  the  world  of  the  dead:  the  doctor 
in  charge  is  Rhadamanthus,  all  reckoning  of  time  is  lost,  the  in- 
mates  eat  greedily  (it  is  a  life  from  copious  meal  to  meal),  and  tall 
in  love,  the  diseased  with  the  diseased.  Hans  Castorp  is  in  love 
with  a  Russian  lady  (Madame  Chauchat) :  that  is,  the  cultured  love 
beauty  —  but  beauty  is  only  the  phosphorescence  of  a  dead  bod} . 
This,  again,  is  the  old  medieval  view  of  life  which  we  call  dualism. 
Life  itself,  Hans  Castorp  discovers,  is  the  equivalent  of  death  :  for 
life  is  a  process  of  decomposition  just  as  takes  place  in  the  body 
after  death;  the  only  difference  is  that  in  life  there  is  chemical 
renewal.1  Disease  quickens  the  greed  for  food  and  love:  so  does 
culture.  Hans  is  X-rayed:  he  sees  his  skeleton.  But  he  keeps  con¬ 
sciousness  of  the  world  of  duty;  there  is  a  contrast  between  the 
bright  daylight  of  the  world  of  duty  without  and  the  soft  moon¬ 
light  in  which  he  lingers  hallucinated;  afar  is  manly  dignityy  on 
the  Magic  Mountain  there  is  Claudia  Chauchat  (like  Vrou  Merit 
of  medieval  days)  'scblaff,  wurmstichig  mid  kirgiesendugig’ . 

In  The  Magic  Mountain  all  the  resources  of  modern  psychology, 
science,  and  criticism  are  massed  and  irresistibly  brought  into 
action  in  support  of  the  thesis.  There  is  an  almost  impossible 
delicacy  in  the  use  of  psycho-analysis:  e.g.  sexual  processes  are 
suggested  by  the  moving  up  and  down  of  a  pencil  in  a  case  un¬ 
consciously  haunting  the  memory  of  a  school  oy,  an  t  ere  is 
some  play,  very  effective  in  the  diseased  effulgence  of  The  Magic 
Mountain,  with  the  word  Hebe  as  suggestive  of  two  soft  welding 

1  Der  Trieb  unserer  Elemente  gebi  auf  Desoxyiation.  Das  Leben  isl  er^mmgene 

Oxydation.  NovaHs. 


314 


modern  german  literature 

lips  with  a  fierce  vowel  like  a  red  tongue  shooting  between  them 
Mann  s  most  penetrating  use  of  psycho-analysis  is  perhaps  in  the 
short  ta  e  GnordnungundfruhesEeid^zG),  in  which  a baby of  a  Ml 
Mis  sick  with  erotic  feelings  for  an  adult:  Prince  Charming  in  a 

SS’r/  Self:ir°ny  °f  a  Criminal  m  BekenntnL  des 

Hochstaplets  Fehx  KrulJ  (1938)  serves  as  a  variant  of  Mann’s  usual 

contrast  ot  normality  with  artist  morbidity,  and  expands  the  thesis 
hinted  at  m  Tomo  Kroger  that  there  are  affinities  between  artistrv 
and  criminality.  A  fragment  of  the  Krull  tale  had  been  published 
in  1922;  it  was  added  to  in  the  edition  of  1954  (j DerMemoiren  enter 
1 «/).  As  we  have  it  now  it  is  a  picaresque  novel  in  the  sense  of  the 
English  eighteenth  century.  Another  story  long  known  to  exist 
was  made  available  in  1931,  but  in  French  only,  as  Sangrnerve  It 
is  a  translation,  published  in  Paris,  of  Walsungenblut,  of  which  there 
had  been  a  privately  printed  edition  (1922)  for  the  author’s  friends 
I  his  more  or  less  suppressed  tale  served  the  Nazis  as  a  stick  to 
beat  the  author  with:  two  Jews,  they  point  out,  twin  brother  and 
sister  commit  incest  on  a  bear-skin  in  the  brother’s  bedroom  after 
attending  a  performance  of  Wagner’s  Walkure. 

In  Hermann  Hesse’s  Harass  und  Goldmmd  the  dualism  of  flesh 
and  spirit  is  presented  as  two  separate  halves  which  are  neverthe¬ 
less  one:  tor  even  abstract  ideas,  as  Goldmund  with  his  concrete 
xision  points  out,  are  sensuous  images;  the  mind  cannot  reason 
save  by  sense;  the  immaterial  is  only  an  image  of  the  material.  In 
Yafn  s  §reat  serles  of  four  novels  Joseph  und  seine  Bruder 

Ti  I935’  Der  j“nge  Joseph,  1934;  Joseph  in 

M^pten^  1936;  Joseph  derErnahrer,  1942)  Joseph  is  flesh  and  spirit 
m  one;  in  him  the  flesh  is  sanctified  by  the  divine  law,  but  the 
pint  is  m  control  of  the  flesh,  and  this  by  the  consciousness  of 
consecration  to  the  higher  life.  Thomas  Mann’s  purpose  in  this 
immense  work  is,  therefore,  as  moral  and  ‘cultural’  (to  use  a  Nazi 
word)  as  possible ;  and  there  is  Nazi  doctrine  in  the  detailed  account 
?  the  Nordlc  wandering  of  first  culture,  including  the  solar  myth, 
om  -  t  antis,  'hat  is  not  Nazi  doctrine  is  the  demonstration  that 
higher  culture  -  the  consciousness  of  mind  (Geist)  -  is  historically 
Jewish,  and  that  culture  really  is  the  sublimation  of  the  sense  of 
u  \  as  o  e  lence  to  those  instincts  of  refinement  which  sunder 
man  rom  rute.  Thomas  Mann  In  these  volumes  interprets  history 
-  and  therefore  life  -  as  an  eternal  recurrence  {ewige  Wiederkehr, 
p.  102J  ot  myth,  which  is  in  origin  a  symbolization  of  nature  pro- 
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cesses;  and  culture,  he  shows,  is  the  effort  of  it  an  to  extricate  hi< 
mind  from  the  swathing  folds  of  these  moths  by  piercing  to  the 
sense  of  the  symbol.  Knowledge  unifies  the  nr,  riad  rr.vths  of  history 
and  religions  as  the  multiple  but  identical  imaginative  shaping, 
ever  repeated  though  varied,  of  processes  mysterious  and  mira¬ 
culous  to  the  primitive  mind,  particular!}'  the  sexual  act  '  =  burial 
in  the  pit),  birth  (  =  resurrection  from  the  pip,  and  death  ■'  =  birth; 
for  all  that  is  buried  -  as:  seed  in  slime  -  is  reborn).  The  divine  is 
split  into  male  and  female  ;  but  these  are  one,  because  they  are  one 
principle.  The  animal  gods  of  Egypt  are  easily  intelligible  as  deifi¬ 
cations  of  the  animal  functions  of  man:  the  'hanwehiae  Hoars  of 
the  god-bulls,  the  phallic  spears  of  temples  reared  at  the  sue,  and 
so  much  besides  that  Thomas  Mann  with  gentle  irony  illuminates. 
The  most  daring  interpretation  is  that  of  the  Resurrection  of  Christ 
as  ewige  Wkderkehr  and  as  a  birth-myth:  4 Bor  means  so  much  - 
hole,  prison,  pit,  underworld;  and  in  Mann’s  story  a  stone  is  rolled 
away  from  the  pit  into  which  Joseph  has  been  cast  by  his  brethren. 
But  though  the  elucidation  of  procreation,  myths  is  the  crimson 
thread  that  binds  the  succession  of  tales,  there  is  interwoven  too 
in  moving  fashion  a  picture  of  the  gradual  creation  of  the  idea  ot 
God  by  Abraham,  Isaac,  and  Jacob:  God  as  He  evolves  for  them 
is  that  which  consecrates  to  higher  duties  (that  is,  to  humanity  and 
culture);  and  if  Jewish  religion,  created  as  it  is  by  the  spirit,  still 
retains  in  veiled  form  the  sexual  symbols  by  which  primitive  man 
imaged  his  gods  Joseph  (and  by  implication  Christ,  as  Joseph  re¬ 
turning)  marks  the  ultimate  spiritualization  of  life.  It  there  were 
only  this  far-cast  net  of  thought  in  the  work,  it  would  be  philo¬ 
sophy  rather  than  literature ;  but  to  the  general  reader  the  lure  of  the 
tales  will  be  in  the  superb  characterization,  particularly  of  Jaakob, 
a  monumental  and  tragic  figure ;  and  in  the  vivid  poetic  realism  of 
certain  episodes  -  the  birth  of  Reuben,  Jaakob’s  marriage-night 
with  Rachel  and  the  nine  times  repeated  frenzied  union.  Most 
curiously  elaborated  is  the  temptation  of  Joseph  by  Potiphar’s 
wife;  and  if  Philipp  von  Zesen  in  his  seventeenth-century  novel  of 
Assenat  mid  Joseph  (1670)  -  a  related  experiment  in  the  cramming 
of  encyclopaedic  knowledge  into  a  tale  showing  the  present  in  the 
past  -  makes  this  lady  psychologically  possible,  Thomas  Mann 
gives  inevitability  to  her  stung  passion.  -  not  only  is  her  "husband’ 
a  eunuch  priest,  not  only  is  she  obsessed  by  the  phallic  ritual  ot 
Egyptian  deities,  but  the  poignancy  of  the  situation  is  accentuated 
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because  Potiphar  (a  super-refined  sybarite  and  ™ 

and  is  a  second  father  to  Toseoh-  L  ,c  “dg°urmand)  has  beer. 

sees  before  him  not  only  the  face  of  his  TTS  ^  Woman  ^ 

second  father  as  well;  it  is  indeed  *  father  but  that  of  his 

features  -  those  of  God.  Parental  andd?130^  ft*’  W“h  sterner 

give  the  spirit  strength  to  tesist  the 

defence  of  asceticism  or  even  of  chastitv  inVk  d  7  there  ls  00 

of  priests  and  vestals  is  ruthlesslv  Sd  6  ^  Ae  chastk 

Joseph  is  reserved  -  that  is  sexLl  f  b  “  ^  ltS  fut%i  but 

foreordained  by  God  Tb^  *  mictions  are  for  a  purpose 

he  simplifies  the  chaotic  and  fleshhf  °  JosePh  thus  is  that 

he  himself  is  -  spirit  purged  t T' °f  the  to  what 

bUt  ^ 

modernity  -  the  date  is  1816  -  but  th^f  ^  mS  ostensibl7  t0 

myth,  the  myth  or  legend  of  ^  foundation  matter  is  still 
theme,  however,  is  that  of  the  \  Sorrom  °f  briber.  The  main 
the  pitiless  years  take  their  toh  T  °^  °f  a  Write’S  Productivity  as 
finds  him,  not  so  much  aged  I! lost  In  Jr  ^  ^°fhein  Weimar  and 

Goethe  as  we  see  him  stiffs  a  °llfe>as  Seisin  female  fancy. 

exemplifies  one  of  the ’main  k„1“‘  U>“  »  BW. 

T>ck„rfans  (  stated  in  Mann’s  nennore], 

you  attain  icnol,^ 

Zeitblom,  Ph.D  a  ,  fte*  The  narrator  is  Serenus  ■ 

*943  to  1945  he  writes  down  fh  °°  tCacber’ In  the  two  years  from 
lifelong  friend,  Adrian  Leverk  ,e.  stor7  an  °U  schoolfellow  and 

had  studied  t^eiteat^^T?0  ^  **  “  ^  1W 

^“ology.  Very  dear  in  the^ow  .^tblom  P^ogy,  Leverkiihn 

and  •Kwm’/er-Leverkuhn  Or  C  C.°ntrast  ofB^r-Zeitblom, 
teoralismus-Asthetenfum.  Leveret™6  “lasted,  they  typify 

is  the  first  approach  to  the  atmn  ^  S  St  °f  theoIog7  at  Halle 
ever,  he  changes  over  to  musi^  Z^kf  °fthe  Faust  Iegendi  how- 
of  World  War  II;  he  is  an  ffltblom  writes  during  the  course 
quiet.  The  main  idea  of  the  &lds  h  P mdent  to  keep 

the  collapse  of  which  is  symbolized  in^h^  FaUStUS  is  Germany, 
Leverkiihn,  Apocalipsis  kst  muslcaI  works  of 

tow**®  (I940)  is  an7|^W  and  Wehklag  Dr .  Fausti.  Dkver- 

Indian  woman  attempts  to  n  egend  honically  treated:  an 
P  to  produce  a  perfect  husband  by  con- 
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during  her  friend’s  head  on  to  her  husband’s  body,  and  vice  versa, 
onlr  to  find  that  the  new  heads  adapt  themselves  to  the  bodies  on 
which  they  are  transposed.  Das  Geset %  (1944)  continues  in  brief 
form  the  Joseph  novels :  it  is  the  story  of  Moses  and  his  passing  of 
the  Red  Sea.  In  Doktor  Faustus  Mann  had  outlined  the  plot  of  a 
musical  composition  by  Leverkiihn:  The  Firth  oj  Pope  Gregor  ;  this 
points  forward  to  his  next  novel  in  chronological  order,  Der  Er- 
wahlte  (1951),  the  story  of  yet  another  nominal  sinner.  The  source 
is  the  epic  Gregorius  by  the  Middle  High  German  poet  Hartmann 
von  Aue,  a  medieval  counterpart  of  the  Greek  legend  of  Oedipus ; 
that  is  to  say,  it  is  a  handling  of  the  involuntary  incest  theme.  The 
legend  is  ironically  treated;  indeed  there  are  parodistic  elements. 
Die  Betro gene  (1953)  is  a  short  novel  -  ironical  once  again :  a  widow 
of  fifty  falls  in  love  with  a  young  American  whom  she  has  engaged 
to  teach  English  to  her  son;  the  explanation  is  that,  after  reaching 
the  climacteric,  she  has  a  return  of  menstruation;  this  she  identifies 
with  a  Seelenfriihling,  a  Neuerbluhen  (one  is  reminded  of  Goethe’s 
niederholte  Pubertdt ).  She  has  a  renewed  sensitiveness  to  scents, 
while  out  walking  she  gets  a  whiff  of  musk,  follows  it  up,  to  find 
that  it  is  the  effluvium  of  a  heap  of  rotting  vegetable  matter  with 
excrements  -  the  womb  of  nature.  Therefore :  Moderduft  und  Liebes- 
iust.  The  explanation  turns  out  to  be  that  she  is  suffering  from 
cancer  of  the  womb. 

One  of  the  illuminative  essays  of  Leiden  und  Grosse  der  Meister 
(1935)  deals  with  Wagner;  the  others  interpret  Goethe,  Platen, 
Storm,  and  Cervantes.  Time  itself  has  played  ironically  with  this 
ironist;  always  (as  a  born  patrician)  a  conservative  -  in  spite  of  his 
advanced  thinking  -  he  defended  Germany  during  the  First  War 
(1 GedankenimKriege ,  September  1914)  as  the  embodiment  of  ‘Ku/fur’ 
against  the  mere  ‘Zivili^atiotd  of  the  allies;  and  in  a  further  1914 
essay,  Friedrich  der  Grosse  und  die  grosse  Koaiition  (published  191 5),  he 
found  ‘the  urge  of  destiny,  the  spirit  of  history’  in  Frederick’s 
defiance  of  Europe.  Other  collections  of  essays  and  speeches  are 
Betrachtungen  ernes  Unpolitiscben  (1918);  Rede  und  Antwort  (1922); 
Bemuhungen  (1925);  Die  Forderungen  des  Tages  (1930);  Goethe  und 
'Tolstoi  (1925)5  Fre&d  und  dis  Zuks&iff  (193^)?  Europu .  (192^/* 

georg  Hermann  (1871-1943)  was  tanged  among  the  disciples 
of  Thomas  Mann  when,  in  1906,  his  novel  Jettchen  Gebert  won 
him  lasting  fame.  The  outline  of  the  story  does  indeed  suggest 
Buddenbrooks:  the  Geberts  are  Berlin  patricians  and  merchants,  and 


3 1 ^  modern  german  literature 

there  is  something  of  an  implication  that  culture  brings  mcaoacm- 
for  business  m  the  person  of  Uncle  Jason,  who  has  a  distam 
resemblance  to  Christian  Buddenbrook,  not  however  as  the  W 
of  the  family  but  as  one  by  the  bent  of  his  character  forced  apan 
from  the  family,  an  enfant  terrible,  a  man  about  town  and  a  wit  a 
collector  of  rare  books  as  well  as  of  costly  porcelain;  he  speaks 
himself  (m  distinctly  Mannsian  terms)  of  his  ‘seelhche  Empfindum 
des_  Ausgeschlossenseins  von  der  Eamilie,  dem  Burgertum,  dem  Staaf.  The 
spirit  of  the  story  is  however,  different  from  that  of  Buddenbrooh- 
and  where  m  details  of  technique,  such  as  the  ticketing  of  indi¬ 
vidual  characters  by  recurrent  phrases  and  long  passages  in  which 
season  and  weather  move  in  lyric  unison  with  the  s tor v  both 
authors,  no  doubt,  are  directly  imitating  Dickens.  Decay  by  cul¬ 
ture  is  certainly  not  the  theme:  the  revered  ancestor,  the  Court 
Jeweller  of  his  day,  had  culture  (of  the  Voltairean  sort)  to  his 
nger-tips,  and  he  combined  a  robust  capacity  for  life  with  fine 
feelings  ( Lebemstdrke  und  Sinnenfeinheif),  while  his  brother  Uncle 
Uli  (the  patriarch  among  the  Geberts,  a  blunt  old  fellow  whose 
cu  ture  runs  to  carriages  and  horses)  and  two  of  his  children 
Salomon  and  Ferdinand,  have  less  fineness  of  nerves  but  undimin- 

StlfaR  !Sty/f°r/bUSlneSS‘  ThC  dCCay  is  “ the  reverse  diction  to 
hat  of  Buddenbrooks,  except,  of  course,  in  the  case  of  Uncle  Jason 

The  mam  reason  for  Uncle  Salomon’s  and  Uncle  Ferdinand’s  lack 

CKUa  4ntreruSVS  famlly  envlronment:  they  have  both  mar¬ 
ried  Jacobys,  Pohsh  Jewesses  from  the  Posen  district,  squat  little 
women  with  eyes  like  two  black  currants  in  a  fat  bun’.  And  here 
we  have  the  obvious  theme  of  the  story:  the  stark  contrast  and 
he  unending  conflict  between  two  types  of  Jew  represented  by 

hon2tebCrjS  and  the  Jacobfs  -  the  Berlin  patricians,  being 
honest  and  restrained,  must  be  outmanoeuvred  by  the  unscrupu 

h  bumptfffS  lmmi§rants  from  the  dirty  East.  The  Berlin  Jews 

Tews  n ;Vn/f*erence  to  ritual  of  men  of  the  world;  the  Posen 
i  put  all  their marrow  pride  of  race  into  the  observance  of 
every  racial  rite.  The  pride  of  race  of  the  Berlin  Jews  springs  from 

are  temef^rent  TT  _  they  Consort  with  Christians,  but  they 
cutioT  An?eilrnbeubefUSe  of  a§e-°ld  memories  of  unjust  perse- 
na^Lf  1  thC  ?er°ine  °f  the  taIe’  Je«chen  Gebert;  falls 

hnvanal m  T  Tth  3  handsome  young  Christian,  Dr  Koss- 
W  L  !  f1  \tbe  of^hatever  career  the  future  may 

store  for  him  but  therefore  to  sound  business  men  for  the 
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present  a  social  outcast,  the  family  with  a  good  conscience  are 
adamant.  Uncle  Eli  and  Uncle  Jason  would  indeed  not  withhold 
consent,  but  as  members  of  the  family  they  must  uphold  its  tribal 
authority.  And  so  by  cruel  moral  pressure  Jettchen  is  forced  into 
marriage  with  a  loathsome  cousin,  Julius  Jacoby,  just  arrived  with 
all  his  green  pushfulness  from  Posen.  His  two  aunts  arrange  the 
affair.  The  reader,  well  informed  of  Jettchen’ s  strong  will  and 
intellectual  leanings  and  her  physical  revulsion  (her  line  nerves 
shiver  at  his  approach  as  if  her  two  hands  touched  a  toad  in  the 
dark)  would  expect  her  to  elope  rather  than  yield;  but  -  and  it 
comes  as  a  dramatic  surprise  -  she  cannot  resist,  because  she  is  a  good 
Jewess  as  wTell  as  a  passionate  lover:  she  is  an  orphan  -  her  father 
had  been  killed  fighting  for  Prussia  against  Napoleon,  a  volunteer 
with  Jason,  who  came  off  with  a  lame  leg;  and  she  has  been 
brought  up,  with  all  a  father’s  care  and  affection,  for  twenty  years 
bv  Uncle  Salomon,  who  now  is  entitled  to  present  the  bill  which 
Jettchen  must  pay.  Like  one  hypnotized  she  goes  through  all  the 
agonv  of  the  marriage  festival,  but  at  its  close  steals  out  into  the 
starry  night.  The  sequel,  Henrkfte  Jakobj  (1908),  fails  below  the 
level  of  Jeff  den  Gebert :  there  is  too  little  in  the  way  of  action  and 
the  painting  of  moods  is  too  extensive.  The  marriage,  of  course, 
is  a  failure  from  the  first,  and  Henriette  takes  refuge  with  Uncle 
Jason.  Gradually  the  truth  dawns  on  her  that  Unde  Jason  loves 
her.  The  relations  with  Kossling  are  renewed,  and  in  a  weak 
moment  she  gives  herself  to  him.  Then  she  realizes  that  Uncle 
Jason’s  love  is  more  to  her,  and  she  commits  suicide.  Jettchen  is 
one  of  the  most  charming  ladies  in  recent  German,  literature.  We 
see  her,  a  perfect  little  housewife,  preparing  the  immense  family 
banquets ;  and  we  admire  her  with  Dr  Kossling’s  eyes  when  in  the 
first  chapter  we  find  her  going  to  market  (like  a  dainty  Doulton 
lady)  in  her  silver  grey  taffeta  gown,  coal-scuttle  bonnet  tied  by 
pink  buds,  lavender  gloves  and  long-fringed  Cashmere  shawl  and 
velvet  bodice.  The  presentation  of  the  Biedermeier^eit,  the  period 
of  1840  with  its  crinolines  and  daintily  figured  stuffs,  its  stately 
mterieurs  with  massive  furniture  and  costly  porcelain,  Is  generally 
praised  as  scholarly,  accurate,  'and  for  all  its  gentle  irony  appreci¬ 
ative.  How  delightful  it  is  to  go  with  jettchen  and  her  aunt  for  a 
summer  holiday  in  sylvan  Charlottenburg,  and  to  hear  why  Uncle 
Ferdinand’s  family  prefer  the  more  open  solitudes  of  Schoneberg! 
Altogether  Jettchen  Gebert  must  be  given  high  rank  as  more  or  less 
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(in  spite  of  an  occasional  false  note  due  to  Dickens  worship 
which  German  novelists  are  prone1)  a  Jewish  classic,  and  certainh 
the  one  Berliner  Roman  of  the  period  which  is  likely  to  live  The 
Berlin  novels  of  the  naturalists  failed  because,  as  Milleuromane  thev 
subordinated  character  to  milieu-,  Jettchen  Gebert  succeeds  because 
over  and  above  its  masterly  and  detailed  presentation  of  the  milieu 
of  a  given  period,  it  creates  vividly  individualized  characters  and 
handles  racial  and  social  problems  with  inner  knowledge  and  keen 
insight.  Georg  Hermann’s  other  works  show  him  still  a  master  of 
irony,  but  he  does  not  again  find  a  theme  of  so  simple  an  appeal 
as  Jettchen  Gebert.  In  Heinrich  Schon junior  (19x5)  he  again  shows  his 
knowledge  of  art  matters;  the  theme  -  that  of  Don  Carlos  -  is  a 
young  man’s  love  for  his  stepmother  in  the  Potsdam  of  1844 
Kubinke  (1911)  is  yet  another  Berlin  novel,  but  of  our  own  days: 
Emil  Kubinke  is  a  barber’s  assistant  who,  meshed  in  the  toils  of 
three  calculating  females,  hangs  himself  to  avoid  marriage  with 
his  fiancee  while  faced  with  two  affiliation  orders. 

Animal  symbolism  as  an  interpretation  of  human  character  by 
implied  comparison  reaches  its  high-water  mark  in  Kipling’s  Jungle 
Book.  In  German  literature  there  is  nothing  nearly  so  good.  B6I- 
sche  s  Das  laebesleben  m  der  Natur  is,  as  a  start,  too  scientific  for 
pure  literature,  while  Hermann  Lons’s  M. umtnelmann  and  Walde- 
mar  Bonsels’  Die  Biene  Maja  und  ihre  Abenteuer  (1912),  Himmelsvolk 
V1 9*5)5  Mario  und  die  Tie  re  (1927)  play  about  the  surface. 
waldemar  bonsels  (1881-1952)  is  a  Holstein  man  and  has  that 
love  of  sea-faring  and  far  lands  that  Holstein  men  often  have.  His 
Indienfahrt  (1916)  is  too  peacefully  dream-like  for  exotic  thrills,  the 
radiant  vagabond  of  his  numerous  stories  is  never  more  than  a 
hero  for  happy  people,  and  the  theosophical  doctrine  he  pro- 
pounds  has  no  tangibility. 


A  The  influence  is  most  marked  in  the  novels  of  Wilhelm  Raabe  (1831-1910) 
nd  Max  kretzer.  Stefan  Zweig  deals  with  Dickens  in  Drei  Meister. 


XIII 


THE  WOMEN  WRITERS 

It  has  been  traditional  in  German  literature  from  the  days  or 
Grafin  Ida  Hahn-Hahn’s  (1805-80}  notorious  novels  and  the 
more  calmly  reasoned  ones  of  Fanny  Lewald  (1811-89)  that 
women  writers  should  face  up  to  the  menfolk  and  claim  equality 
-  particularly  of  passion.  After  1880  there  are  so  many  of  these 
Amazons  that  only  the  leaders  can  be  dealt  with  here.  Not  all 
women  writers,  of  course,  are  rebels;  and  perhaps  as  good  an 
arrangement  as  any  is  to  divide  them  into  two  armies  of  naughty 
girls  and  good  girls,  with  Else  Lasker-Schiiler  —  she  is  not  fla¬ 
grantly  naughty'but  she  would  have  been  terribly  shocked  if  she 
had  been  classed  as  one  of  the  good  girls  -  as  a  dividing  pinnacle. 

The  feministic  campaign  moves  in  two  directions :  one  con¬ 
tinues  that  movement  for  social,  political,  and  physical  equality 
which  can  be  traced  back  to  Friedrich  Schlegel’s  Ludnde  and  the 
cry  of  Jung  Deutschland  for  the  ‘emancipation  of  the  flesh’;  the 
other,  essentially  modern  because  based  on  medical  hygiene,  con¬ 
centrates  on  the  depiction  of  the  peculiar  nerv  ous  and  phy  sio 
logical  system  of  woman,  of  her  need  of  sexual  activity  tor  the 
completion  of  her  personality,  and  of  her  right  to  unrestricted 
liberty  in  her  sexual  functions,  even  if  perverse.  In  the  flrst  direc¬ 
tion  Helene  Bohlau  and  Gabriele  Reuter  may  be  taken  as  the  most 
aggressive  iconoclasts  in  the  novel;  in  the  second  (which  leads  to 
sensational  and  not  infrequently  disgusting  revelation  of  inner 
urges)  Clara  Viebig  may  be  taken  as  the  type. 

In  education  equal  rights  for  women  were  fought  for  as  de¬ 
fiantly  as  British  women  fought  for  the  vote.  The  German  univer¬ 
sities  were  not  opened  to  women  till  1896,  and  even  then  some 
professors  refused  to  lecture  to  them;  it  is  notorious  that  one 
famous  Berlin  professor  tried  to  frighten  them  away  by  spicing 
his  lectures  on  German  literature  with  the  most  obscene  terms  in 
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the  language.  In  the  novel  this  movement  finds  its  voice  in 
frapan’s  (1855-1909)  Wir  Frauen  haben  kein  Vaterland  fi8ooV 
German  girl,  unable  to  obtain  a  scholarship  in  her  native  Ham 
burg,  studies  under  stress  at  Zurich,  helene  bohlau  (1859-10101 
had  her  own  fight  with  German  social  custom.  The  daughter  of  a 
publisher,  she  went  to  Turkey  with  a  married  man,  and&was  mar 
ned  to  him  by  Turkish  law;  her  novel  Isebies  (1911)  is  based  on 
this  experience.  She  began  with  Novellen  in  which  she  turned  her 
upbringing  to  account  -  her  youth  was  passed  in  Weimar,  and  the 
oid  folks  she  knew  could  tell  tales  of  the  spacious  days  of  Goethe 
and  Schiller,  the  stars  of  the  social  circles  she  describes  in  her  iollv 
Katsmtidelgeschichten  (1888)  and  Altweimarische  Liebes ~  und  Ehe^e- 
schicbten  (1897).  Her  Rangierbahnhoj  (1896)  is  feministic  in  so  faras 
it  is  a  study  of  Grillparzer’s  poignant  Sappho  theme  under  modern 
conditions  (the  ‘shunting  station’  symbolizes  the  ceaseless  din  of 
the  modern  city  m  which  an  artist  may  have  to  work)  -  the  ri»ht 
of  the  woman  of  genius  to  wedded  happiness.  The  conclusion  is 
that  the  activity  of  a  woman’s  intellect  is  subject  to  her  physical 
functions,  and  that  married  life  makes  demands  which  may  prove 
fatal  to  an  artist.1  The  result  is  not  anti-feministic;  for  what  the 
feminists  claim  is  equal  liberty  either  as  artist  or  in  the  functions  of 
love.  Das  Recht  der  Mutter  (1896)  is  the  first  outspoken  defence  of 
the  unmarried  mother.  As  a  polemic  it  does,  it  is  true,  lose  direct¬ 
ness  of  impact  by  virtue  of  the  Mdrchen-B ke  atmosphere  in  which 
it  is  bathed  :  where  it  is  uncompromising  is  in  the  comparison  of 
the  care  lavished  on  the  married  mother  with  the  brutal  treatment 
of  the  girl  who  has  given  her  body  in  a  moment  of  natural  passion: 

ere  the  contrast  is  heightened  by  the  parallel  pregnancy  of  two 
sisters,  one  the  wife  of  a  smug  professor  in  Jena.  (The  contrast  is 
not  so  poignant  m  Clara  Viebig’s  Das  tagliche  Brot,  where  the  preg- 
nant  mistress  of  the  house  draws  her  skirt  around  her  lest  the  hem 
of  it  should  touch  her  pregnant  maid.)  Helene  Bohlau  gives  all  the 
social  dignity  and  ultimately  real  happiness  to  the  girl  who  whistles 
the  world  away  and  lives  for  her  child.  In  Halbtier  (1899)  the 
mterest  is  mainly  physiological:  woman  and  wife  exist,  in  man’s 
mation,  to  fulfil  animal  functions’  (‘sind  Nut^Iichkeitstiere ’), 

StiftS 10  .speak,  in  the  germ  in  Adalbert 
married  the  WornJLrrL’A  A1 Rilke’s  painter  friend  Paula  Becker 
Mkecom^entsTnrW,  fT"  M°derSohn  “d  died  *  childbirth: 
trying  to  be  woman  and  artist “at  thflme  ttoe.6^  ^ 


.YVK-vewcb  ,  cerencs  a  w;ic  $  c.a:m  :- 

husband  is  an  old  scholar,  and  ids  young  w.:e  :mts  her  ch:.a  rr  m 
a  single  and  unregretted  union  T.vith  a  man  or  her  morn  age.  Dm 
tr:ir  F.dww  ,'1908'  is  a  plea  for  warmne-s  or  heart  in  human 
relations:  'sa:  CK'Tjgf  sxs  J-un 7  U-.v  .v»v  g. vr 

wu.'t.y  ;!:/.•  p.'.or  »di£:>:a;:der  r.7  rf.v;’. 

Gabriele  H-EOTER  f 1 3  s  9-1 94^  made  a  sensation  witn  her  novei 


o;/o  gw  FamHk  (1895;,  in  which  quite  discreetly  she  shows  the 
devastating  results  of  sex  suppression  in  a  girl  who,  because  ot 
her  good  family,  must  uphold  the  pretence  of  decent  ignorance 
of  what  in  the  dark  is  stirring  her  senses;  she  ends,  as  some  old 
maids  do,  by  using  disgusting  sex  words  in  a  nervous  breakdown. 
In  her  later  novels  Gabriele  Reuter’s  heroines  act  as  emancipated 
characters;  she  is  certainly  miles  removed  from  the  traditional 
point  of  view  of  Georg  von  Ompteda,  who,  in  Cs:iiie  rvt  San- 
sees  no  comfort  for  unmarried  daughters  except  in  ungrudging 
sendee  to  the  family  they  belong  to.  In  Fra:t  B/Jrpwr  nnu  it:re  3cc:e 
(1899)  Gabriele  Reuter  takes  up  the  cudgels  for  the  suppressed 
husband,  and  this  time  too  for  the  son,  who  resists  the  formative 
efforts  of  his  mother.  The  heroine  of  Ej;en  rot:  der  If  e:aet:  (19cm 
marries  in  all  decency  -  but  the  wrong  man.  Brought  up  in  the 
Harz  Mountains,  she  is  a  creature  of  fell  and  forest,  a  *  If  'cldrdxe' 
scrambling  about  on  the  rocks,  a  ‘Brockenhex e’  untamed  and  full 
of  fun.  Her  husband  is  a  Berlin  doctor,  a  typical  German  husband, 
who,  moreover,  has  learnt  from  his  patients  that  women’s  nervous 
diseases  are  due  to  the  desuetude  of  the  husband’s  ancient  right  to 
corporeal  castigation.  (‘  Vergiss  die  Peitscbe  nicht /’)  But  Ellen  meets 
the  poets  and  artists  of  die  Moderns  -  monstrosities  to  her  husband; 
and  falls  in  love  with  a  painter  of  wild  new  things  splashed  with 
blinding  colour  (Bocklin?).  While  on  holiday  at  her  father’s  home 
in  the  Harz  Mountains  her  husband  threatens  to  lock  her  in  her 
room;  she  jumps  through  the  window,  and  allows  herself,  sprite- 
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like,  to  be  caught  and  taken  in  a  cave  by  her  colourful  • 
The  child  she  bears  is,  however,  her  husband’s  -  though  heT^' 
sure  of  it;  she  is  divorced  by  arrangement;  and,  since  she  will!?01 
notbng  more  to  do  with  the  painter  (she  has  told  hS  that  h  ^ 
hve  for  his  work,  and  this  requires  freedom),  she  resigns  herself? 
living  without  connubial  bliss:  she  has  her  child  to  L  for  Su  1 
determined  resignation  (and  consideration  for  the  male)  ^7 1 
of  Gabriele  Reuter:  for  her  -  so  long  as  her  L;?? 
experience  of  life  -  such  an  ending  is  a  happy  one  The  h  ^  a^- 
Liselottevon  Reckling  (i9o3)  takes  fn  active  part,  as  foe  ttffe  of  it! 
apostle  (Moritz  von  Egidy  is  said  to  be  meant),  in  a  nJw  e£ 

hS"  Ae  re,gen.erafon  of  society-  In  Das  Recbt  der  Mu  Jr 

of  ?eakneSaUinmS? T f  **,**  ^  ^  ^  had  a  momeot 
c»  weakness,  in  Das  Tranenhaus  (1909)  Gabriele  Reuter  sees  no 

w^TheT  a  m°ment’  bUt  dCmands  the  exPer*nce  for  all 
7 ,  ,  Jhe  her°me  Js  an  unmarried  mother,  a  woman  writer 
deserted  by  an  author,  an  aesthete  who  has  the  attitude  to  marriage 
of  Schnitzler  s  Kmstler  in  Der  einsame  l Veg  and  Der  Weg  ins  Frfk 
The  house  of  tears  is  the  maternity  home  where  she  if  awaitiiw 
her  confinement;  and  here  she  comes  to  the  conclusion  that  maf 
nage  whether  legal  or  free  -  is  equivalent  to  the  tyranny  of  the 

The  womT?  fo  7*  ^  ^  is  ^  -1  desert 

cruelly  treated  by  ,W  “ 

d  rIfli2'tl“'  ^*«hood,  even  out  o'f  marriag*  “ 
Recbte  hfght  f-  the,a"gUment  is  this :  tD»  Frauen  sind  liner 
VhlbeiZtelReZ  Z  ,  md  W  idedkn  ~  so  Fe  dieses 
iolZ:  ~  geWaltlgSte  Pflkht  md  Ma‘ht  *ht  erfassen 

ist-  thatdTffe?  not  so  much  a  feminist  as  a  natural- 

cf  ptSn  of  fo!  rC°mP/°miSlng  SCXUaIism  is  based  **  con- 
geographical  »r  of  nature  C Naturgewalten )  as,  together  with 

jr  7  ,,COndjtl°ninS  fate:  the  urge  is  double  from 
So)  ha°s  tS  m  landsCaPe-  (The  Flut-  JndBodenliteratur'  (p. 
dfoLff  Startog-P°iut)  Her  conception  of  Hematzs  a 

SSuSs-lTh  S  ^  PSyC\°IOg7  “  much  that  of  “asses  as  tf 

patriodc  The  IS1  ^hology  ma7  be  sexual,  religious,  or 

(she  was"  born  f!  t^1  lnfluence  is  in  the  main  that  of  the  Eifel 

frontier  where  shllT^  f  °f  RhineIand>  or  that  of  foe  Polish 
trontier,  where  she  hved  for  some  time.  Geographically  her  novels 
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v:>  YI  tee  three  ur  up-:  1,  K/nder  v  he.  1^  Das  k  ;  ’>-7- 
Y  1922;  b:vtr  bhtt.t  r  S  \Y  1922;  Da:  Kt  \\-r  ;v  I  V:v,  ic;cS; 
2  Yc  \Y  a:b:ar;  Rove,  icyz^ ;  EYYwYvYv  r,  :^cs;  ;  lYvvY/v- 
Yw  fYv  lyce;  2i;M,h»  or  ice".  DwvYvYYYv  '!c;22_  describes 
the  life  of  a  servant-girl  In  Berlin.  The  influence  cd  Gabriele  Reu¬ 
ter’s  campaign  of  social  regeneration  shows  itscY  though  hvsterx- 
Th.\  In  «uch  novels  as  1 RY/YrvY/YEvr,  the  heroine  or  which  tight* 
the  traditional  belief  that  woman  is  a  chattel.  The  theme  ut  Da: 
\YW:rdorf  is,  frankly,  sex  starvation  in  women.  Gerhart  Haupt¬ 
mann’s  Dk  IkscJ  ekr  g*osst\  Ah  t  ter  is  2  more  discreet  para  IS  eh  and  a 
curious  English  parallel  Is  j.  D.  Beresforc’s  A  ft  or  A  oj  k  caw. 
a  new  plague  has  killed  on  ail  the  males  except  a  butcher  at  High 
W'Vo  »mbe,  and  he  is  to  women  what  Hauptmann’s  island  god  is. 
The  butcher's  role  Is  in  Das  Weiberdorf  filled  by  the  only  man  who 
remains  behind  in  the  lonely  upland  village  in  the  Eifel,  while  the 
men  are  away  at  work  in  the  Ruhr  district.  The  men  only  come 
home  periodically,  and  then  the  starved  women,  so  to  speak, 
devour  them.  Das  Kreu%  im  Venn  combines  a  vivid  rendering  of 
the  uncannv  scenery  -  perilous  swamps,  deer-infested  pine-forests, 
piled  winter  snow,  rugged  crosses  marking  the  scene  of  accidents  - 
of  the  Eifel  uplands  with  a  hectic  description  of  the  orgies  of  pil¬ 
grims  to  the  shrine  of  St.  Willibrord  at  Editernach  and  the  mental 
torture  of  a  convict  who  by  his  very  nature  must  violate  women. 
There  is  religious  hysteria,  too,  in  Absolvo  fe9  this  time  on  the 
Polish  frontier:  the  story  varies  the  Mark-Isolde  motif  of  old 
husband  and  young  wife.  Das  schlafende  Heer ,  with  its  picture  ot 
the  enslaved  masses  of  Polish  peasants,  brings  out  the  never- 
resting  racial  conflicts  in  the  vast  melancholy  ot  the  Polish 
plains.  The  War  novel  Tochfer  der  Hekuba  (1917)  is  poignant 
with  its  revelation  of  starvation  and  suffering  on  the  home 
front. 

It  is  usual  to  classify  two  women  writers,  Isolde  kurz  (1853- 
1944)  and  ricarda  huch  (1864-1947),  as  disciples,  in  style  and 
choice  of  theme,  of  Conrad  Ferdinand  Meyer.  Both  have  his  dig¬ 
nity  of  attitude,  his  apparent  detachment  from  the  characters  of 
the  story,  his  cult  of  flawless  form,  his  symbolization  of  history, 
and  above  all  his  predilection  for  Italy  and  the  Italian  Renaissance. 
But  Isolde  Kurz  strenuously  maintained  that  she  had  not  read 
Conrad  Ferdinand  Meyer  when  she  wrote  her  first  stories  of  Re¬ 
naissance  Italy  ;,  she  credited  her  father,  the  poet  and  novelist  Her- 
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rr  5UrZl  (i8i3'73),  with  the  Shaping  of  her  literan  t 
style.  Moreover,  in  the  case  of  iwb  Zu  ner  llterary  tastes  and 

iniluenc*  of  Pa„i  Heyse  ZofbfZ  ZZ°m“  *' 

Hoch^doc 

It  is  also  pure  romanticism  •  and  nm-hiry  •  ^  re  ^aul  Heyse. 

“  ^  *** 

are  out-and-out  romanticists.  They  W  the  S  86  tW°  kdies 
more  complicated  psychology  of  Jur  own  dav  h  , 20(1 4e 

romantic  rejection  of  realitv  tKon  h  +n  ^Ut  have  the 

suffidemly  i&ced  “  °d<i  P1”5’  >* 

romanticize  it  •  the  obvftm  X  f  T*  to  See  rea%  to 

vision  of  the  ch„ler‘ STSISZ  *****  HudA 
consent  it  is  like  a  sea? „  H™b“«  “  ’*:«  (by  comnoa 

Ludolf  ISrsku  Jerri  Jmreren)  and  Sr  ann  m  oiBrinnnmm  m 

in  picturesque  violence  7  P T 5  j  PaS“d  °n  to  the  *%>« 
the  glinting  liZ  of  1  T  suffccinSs  °f  *  cripple  hive 

KuJhaSlZZade  htZm  cr“S  “Ted 

when  she  married  her  first  h  ^orence>  anc*  Ricarda  Hudh, 

With  him  M  rSeste  ;£  Dr  Ceconi,  lived 

T riumphgasse  Isolde’  ^  ^  taIes  °f  Aat  dt7,  ^  der 

HuchftWh lGSS  ItaIknate  than  Ricarfa 

wick  merchant  familv'i  ■  th  f-  •  e.rman  Cs^e  belongs  to  a  Bruns- 
Isolde  Kurz’s  love  nfh  ^r*?’  14 1S  true>  a  Swabian  softness  in 
easily  fl™  stv"  but  ^  Iandscapes  as  “  *« 

this  is  indeed  the  mark  nfh  ^  ^  (~extam  masculine  ruggedness  - 
Neue  GedJfeX 0,)  ld rfw?1 Verse ^991 
JVfewtoair  (1905  Accorcbn  a  T  bi°°k  °faphonsms>  ^  Zeicben  des 

preferred  to  depict  Itaha^k  ^1°®  Statement  Me  Kurz 

the  Germans;  she  loved  th  eCfUSe  tkep  are  ^ess  sicklied  o’er  than 
beif-,  that  is,  like  Paul  Hef^  Un^schmnkte  m,i  unge^ierte  Mensch- 
passion  on  the  boil.  She  i*  l  if’  ^  craved  warm  flesh  tones  and 
and  one  of  the  tales  in  th  •  er  ^est  111  Dlorentiner  Novellen  (ifyo); 
compare  both  for  subiertrRS  **  listen,  is  &  to 

terie!  for  classical  miff  f  (Reiaaissfce  bunting  in  German  monas- 
Meyer’s  Plautus  m  Ar„,  ??  ^  qUaIlty  with  Conrad  Ferdinand 

^hantasien  und  JmrchenTnoo\%hU^)^^  short  stories  of  her 

these  have  their  scenes  in  thefts  1 hzt  Itakemsche Dr^ahhmgen  (1895; 

1  His  s-b-u.  »  7  °f  °Ur  °Wn  dap)>  of  Ubensfluten 

Molo’s  Der  'sZ/errZT^  £  Jg}  COmPares  favourably  with  Walter  von 
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(1907),  Genesung  (19x2),  Nachte  von  Fondi  (1923)  have  traditionally 
romantic  moods. 

It  is  by  sheer  distinction  of  style  that  Ricarda  Huch  takes  rank 
as  the  foremost  woman  writer  of  her  day.  She  took  her  doctor’s 
degree  at  Zurich,  taught  in  a  Girls’  High  School  there  and  was 
secretary  in  the  town  library;  it  is  thus  natural  that  Swiss  localities 
and  characters  should  find  a  place  in  her  work  generally;  she  re¬ 
cords  her  recollections  in  Fruhling  in  der  Schwei^  (193  8).  In  her  case 
the  influence  of  Conrad  Ferdinand  Meyer  and  Gottfried  Keller  is 
flagrant,  though  Goethe’s  rhythms  and  syntax  may  also  be  dis¬ 
tinguished  in  her  nevertheless  markedly  individualized  prose  style, 
which,  moreover,  extraordinarily  supple,  adapts  itself  to  the  sub¬ 
ject  and  atmosphere  of  her  successive  works.  Her  first  novel  on  a 
large  scale,  Erinnerungen  von  LudolfUrsku  dem  Jungeren  (1893),  lives 
by  reason  of  its  lyrical  style  with  its  sad,  sated  rhythms;  it  set  the 
model  for  neo-romantic  prose  as  Hofmannsthal’s  Der  Tod des  Titian 
and  Der  Tor  und  der  Tod  set  it  for  verse  drama.  The  story  itself  is 
irritatingly  decadent;  it  runs  its  hectic  course  in  that  Dionysian 
cult  of  beauty  the  peril  of  which  was  to  be  sho  wn  forth  by  Thomas 
Mann’s  Tod  in  Venedig;  there  is  the  familiar  ostentation  of  illicit 
love  as  the  right  of  personality  (‘Mein  Gluck ,  das  ich  haben  konnte, 
ist  mein  Kecht.  Ich  darfes  erkampferf).  But  subconscious  forces  and 
the  problematic  nature  of  passion  are  (to  the  author  and  the  period) 
the  justification;  and,  since  love  is  fate,  there  is  the  same  inevita¬ 
bility  of  seizure  as  in  the  tale  of  Tristan  and  Isolde.  No  modem 
writer  handles  the  mystery  of  existence  more  elusively  and  more 
poignantly  than  Ricarda  Huch;  in  this  first  novel  life  is  fate;  in 
the  following  novel  Vita  S omnium  Breve  a  strong  man’s  will  de¬ 
flects  fate  by  the  rejection  of  the  love  that  fate  wills  -  but  to  what 
purpose  ?  As  in  Thomas  Mann’s  Buddenbrooks  the  main  tenor  of 
the  Ursleu  story  is  the  decay  of  a  Hanseatic  patrician  family,  here 
in  Hamburg,  but  (since  the  style  is  in  pointed  hostility  to  the 
naturalistic  formula)  without  that  weaving  in  of  business  affairs 
which  makes  Buddenbrooks  as  good  a  commercial  novel  as  Freytag’s 
Soil  und  Haben .  Buddenbrooks ,  by  the  way,  comes  eight  years  later; 
and  it  has  been  suggested  that  Thomas  Mann  owes  his  theme  of 
cultural  development  inducing  incapacity  for  the  boredom  of  busi¬ 
ness  to  this  novel  of  Ricarda  Huch’s.  The  story  is  related  by  Ludolf 
Ursleu,  who  has  escaped  from  the  world  of  such  tragic  happenings 
to  the  peace  of  the  S  wiss  monastery  of  Einsiedeln  (the  framework 
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may  have  been  suggested  by  E.  T.  A.  Hoffmann’s  Die  Elixiere  des 
Teufels) :  the  events  he  relates,  as  they  pass  before  him  in  proces¬ 
sion,  are  thus  softened  by  distance.  He  is  at  peace,  he  muses ;  but 
therefore  he  is  dead  -  for  life  is  the  stormy  ocean;  and  where  there 
are  no  storms  of  passion,  no  conflicts  of  personality,  there  is  no 
life.  The  decay  of  a  business  firm  -  Hamburg  ( 6 die  kalte  Handels- 
stadt  des  Nordens')  is  again  indicated,  though  Ricarda  Huch,  true 
to  the  romantic  formula,  does  not  specify  localities  -  is  once  again 
in  the  background  of  Vita  Somnium  Breve  (1902 ;  later  rechristened 
Michael  Unger);  actually  the  hero,  though  as  the  eldest  son  of 
patrician  parents  he  should  carry  on  the  firm,  throws  up  his  busi¬ 
ness  career  to  win  distinction  as  a  zoologist,  and  makes  frantic 
efforts  to  leave  his  wife  for  the  sake  of  a  woman  painter  who  has 
physical  and  mental  qualities  which  his  uncongenial  wife  has  not. 
The  wife  turns  Catholic,  and  therefore  cannot  divorce  him;  but 
what  chains  him  to  her  -  and  here  is  the  grip  of  the  story  -  is  his 
love  for  his  one  child,  a  son  who,  as  the  close  of  the  novel  hints, 
will  repay  his  father’s  sacrifice  of  love  by  being  a  charming  and 
lively  but  socially  worthless  fellow  in  whom  the  vigorous  old 
stock  will  dishonourably  die  out.  To  save  the  boy’s  fortune  the 
father  has  returned  to  business  and  rescued  the  firm,  brought  to 
the  verge  of  bankruptcy  by  the  brother  next  in  age  -  artist  and 
poet  in  an  amateur  way  -  who  had  taken  his  place  at  the  deserted 
office  desk.  The  conflict  as  thus  outlined  must  be  common  in 
everyday  life;  but  Ricarda  Huch  gives  it  something  of  the  tragic 
intensity  of  Racine’s  Andromaque,  in  which  too  the  theme  is  the 
tyranny  of  child  over  parent.  What  gives  the  novel  its  value  -  it 
must  be  admitted  that  many  reject  it  as  too  hazy,  and  certainly  it  is 
hard  to  read  through  -  is  the  slow  and  careful  unfolding  of  the 
hero’s  mental  suffering,  and  the  tragic  implication  of  the  tale  that 
though  duty  to  family  is  the  paramount  consideration  it  may  mean 
absolute  sacrifice  of  what  is  best  in  a  man’s  personality.  Certainly 
what  accrues  from  the  sacrifice  is  treated  with  a  suggestion  of 
irony  -  and  irony  (sly,  pathetic,  or  extravagant)  is  almost  half  of 
Ricarda  Huch’s  technique  after  the  Ursleu  book;  but  the  main 
brunt  of  the  theme  is  surely  that  a  man  grows  strong  by  self- 
mastery.  One  suspects,  too,  that  a  current  idea  of  the  time,  the 
doctrine  of  the  Danish  philosopher  S0ren  Kierkegaard  that  a  man’s 
character  as  genius,  poet,  hero,  or  saint  is  made  by  his  not  getting 
his  girl,  may  be  in  the  weft  of  the  tale;  Ibsen’s  Love's  Comedy  and 
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Brand  had  familiarized  the  idea.  Michael  Unger  is  man  as  Ricarda 
Huch  fondly  imagines  him:  the  tortured  angel,  lured  by  beauty 
but  fettered  by  duty,  to  whose  problematic  lips  woman  would,  if  she 
could,  bring  the  balm  of  bliss :  an  utterly  romantic  and  feminine 
estimation  of  the  male.  The  woman  Michael  loves  is  unconvincing : 
nothing  she  says  or  does  has  the  flash  of  magic  personality;  all 
that  is  clear  is  that  she  is  capable  and  solid  and  that  she  is  ready  to 
mother  her  man  when  he  comes  to  her  with  his  plea  -  sufficiently 
hackneyed  -  of  loneliness  of  spirit.  There  is  attraction  for  the 
literary  reader  in  the  description  of  student  life  in  Zurich,  that 
home  of  die  Internationale ,  and  still  more  in  two  portraits  -  one 
obviously  of  Ernst  Haeckel  in  his  conflict  with  established  religion 
and  in  his  senile  eroticism:  dismissed  from  his  professorship  he 
takes  over  Michael’s  discarded  mistress ;  and  the  other  -  quite 
delightful!  —  of  Stefan  George  as  Aristos,  the  latest  sensation  in 
poetical  fashion :  csein  Gesicht  war  hager  und  knochig  und  so  farblos, 
dass  er  mit  geschlossenen  Augen  einem  Totenkopf gliclf  .  .  .  zmgebeuer  wie 
ein  ewiger  Gletscher\  From  Conrad  Ferdinand  Meyer  Ricarda  Huch 
takes  over  the  device  of  the  R ahmener^ahlmg:  Ludolf  Ursleu  un¬ 
folds  the  saga  of  the  past  much  as  Dante  does  in  the  Swiss  novel¬ 
ist’s  Die  Hoch^eit  des  Monchs;  and  in  Aus  der  Triumphgasse  (1902) 
the  patrician  owner  of  a  medieval  mansion  (the  home  of  his  an¬ 
cestors),  now  decayed  to  a  hive  of  flats,  little  by  little  reveals  the 
tangled  lives  of  his  tenants  and  their  neighbours  in  this  ancient 
street  of  T  rieste  through  which  the  dark  narrow  road  climbs  through 
a  Roman  Arch  of  Triumph  -  an  ironical  erection!  More  fitting 
were  Dante’s  Lasciate  ogni  speran^a,  voi  ch'entrate ;  and  indeed  the 
Arch  and  what  lies  before  and  behind  it  is  a  symbol  of  life  itself: 
through  such  a  gateway  youth  climbs,  but  to  the  defeat  of  all  hope 
and  to  the  endless  strain  and  struggle  by  which  all  that  is  human 
lives.  In  this  street  with  the  illusory  name  is  crowded,  like  vermin, 
the  scum  of  the  city  -  cripples,  murderers,  thieves,  and  girls  who 
give  themselves  for  bread  or  passion.  At  their  worst  these  crea¬ 
tures,  as  Ricarda  Huch  shows,  with  her  detached,  fondling  touch, 
are  intensely  human;  at  their  best  they  may  be  heroic.  Starvation 
cannot  blunt  their  avid  hold  on  life  and  may,  when  the  heart  is 
good,  give  them  a  ripe  humour  that  lights  up  even  this  sordid 
existence.  They  are  ministered  to  by  a  mysterious  young  priest 
with  a  beautiful,  sad  face:  the  foster-brother  of  a  murderer  and  a 
prostitute  who  are  still  close  to  his  heart.  In  so  sad  a  book  humour 
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might  not  be  expected;  but  it  is  there  -  a  naughty  humour  which 
comes  natural  to  Ricarda  Huch  as  a  disciple  of  Gottfried  Keller, 
as  in  the  story  of  how  the  Civic  Prize  for  Virtue  is  awarded  to  a 
girl  who  is  virtuous  because  her  lover  is  a  stoker  mostly  at  sea  but 
who  entertains  him  in  bed  while  her  mother  and  most  of  the  street 
are  on  a  holy  pilgrimage.  Ricarda  Huch’s  other  novels,  except 
those  with  themes  from  history,  have  hardly  more  than  academic 
interest.  The  problem  of  royalty  outworn  in  a  hustling  world  of 
business  is  dreamily  approached  in  Von  den  Konigen  und  der  Krone 
(1904):  the  son  of  a  Slav  king,  while  doctor  at  a  hospital  for 
children,  marries  the  daughter  of  a  German  oil  magnate.  Here,  if 
anywhere,  the  realism  of  Thomas  Mann’s  Konigliche  Hoheit  was 
needed;  but  Ricarda  Huch,  refining  her  Romantic  fancifulness, 
lifts  earth  to  the  clouds,  which  will  not  bear  it.  Der  Fall  Deruga 
(1918),  an  experiment  in  the  criminal  novel,  is  painful  in  the  ir¬ 
reality  of  its  realism:  a  doctor  has  given  his  dying  wife,  at  her  own 
request,  a  sleeping  draught,  and  the  court  proceedings  which  the 
story  reports  try  to  bring  home  the  crime  to  the  culprit.  Close 
scrutiny  may  find  a  loving  care  in  the  characterization  of  this  doc¬ 
tor  with  an  Italian  name,  but  one  cannot  credit  that  anywhere  a 
murder  could  be  investigated  in  so  strange  a  way. 

Both  the  close-packed  style  of  Gottfried  Keller  and  his  ironical 
treatment  of  religion  are  closely  imitated  by  Ricarda  Huch  in  a 
series  of  short  stories1  whose  content  varies  from  tragic  or  pathetic 
to  quaint  or  grotesque.  Keller  had  made  his  game  of  religion  in 
the  Gottmacher’s  tales  in  Der  Grime  Heinrich ,  and  in  Sieben  Fegenden 
(1872)  he  had  transmuted  the  old  Catholic  legends  of  chastity  into 
proof  that  nothing  is  closer  to  the  heart  of  God  than  the  j  oys  of 
wedlock2  —  His  means  to  His  purpose.  In  Der  arme  Heinrich,  one 
of  the  tales  of  Fra  Celeste  und  andere  Fr^ahlungen,  Ricarda  Huch 
reads  the  consummation  of  sexual  desire  into  this  physically  most 
absurd  of  medieval  legends.  The  anti-religious  satire,  though  with¬ 
out  coarseness,  misses  its  mark  by  overstraining  probability  in  Der 
Hahn  von  Quakenbruck  (1910):  Catholics  and  Calvinists  dispute  as 
to  the  punishment  that  should  be  meted  out  to  the  Mayor’s  cock 
for  laying  eggs  with  scarlet  yokes;  and  in  Febenslauf  des  heiligen 

1  Der  Mondreigen  von  Schlaraffls  (1896),  Teufeleien  (1897),  Hadewig  im  KreuZ- 
&an&  (I^97)>  Fra  Celeste  und  andere  Er^ab/ungen  (1899),  Seifenblasen  (1905).  Col¬ 
lected  in  two  volumcs  as  Er^ahlungen  (1919).  Followed  by  Der  neue  Heilige 
en^e  Chrisius  (1926),  Die  Hugenattin  (1930). 

Rudolf  G.  Binding  does  the  same  in  his  Legenden  (p.  277). 
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Womebald  Puck  (in  Seifenblasen) :  an  utter  fool,  a  scoundrel  and  an 
oozy  voluptuary,  rises  by  virtue  of  his  very  vices  and  idiocy  to  be 
abbot  and  bishop,  and  on  his  death  is  canonized  because  his  story 
is  believed  that  the  image  of  the  Virgin  in  his  church  has  given 
him  Her  own  jewelled  crown  -  which  in  sober  fact  he  had  stolen 
to  pay  for  his  loose  living. 

Ricarda  Huch  breaks  new  ground  as  much  by  her  regeneration 
of  the  historical  novel  or  vie  romancee  as  by  her  elaboration  of  a 
lyrical  prose  style :  she  frees  it  from  restrictions  of  locality  and 
raises  it  to  epic  grandeur  and  timeless  significance  in  Die  Geschichten 
von  Garibaldi  (Die  Verteidigung  Rows,  1 906 ;  Der  Kampf  um  Rom, 
1907),  Menschen  und  S chicks  ale  aus  dem  Risorgimento  (1908),  and  Das 
Leben  des  Grafen  Federigo  Confalonieri  (1910).  Typical  of  the  psycho¬ 
logical  method  of  her  historical  tales  is  the  Confalonieri  volume : 
the  ripening  of  a  mind  in  twelve  years  of  imprisonment  and  the 
analysis  of  patriotic  idealism  provides  the  interest.  Ricarda  Huch 
makes  Garibaldi  a  symbol  of  genius,  isolated  (in  Thomas  Mann’s 
sense)  by  his  own  c difference  from  the  others’  (Anderssein),  prone 
to  excess,  and  inevitably  the  tool  (as  an  engineer  controls  ele¬ 
mental  forces)  of  inferior  but  calculating  minds  (Cavour).  In  her 
prose  epic  of  the  Thirty  Years  War,  Der  grosse  Krieg  in  Deutschland 
(1912-14),  we  have  her  new  conception  ofhistorical  fiction  brought 
to  fruition:  in  her  vision  of  these  vast  events  -  since  her  aim  is  to 
portray  not  individuals  but  a  whole  period  with  its  inner  impulses, 
its  mass  psychology,  its  cumulative  devastation  -  she  does  not 
bring  the  great  leaders  out  in  stark  relief,  but  lets  them  take  their 
place  (even  Gustavus  Adolphus  and  Wallenstein)  as  actors  con¬ 
trolled  by  the  drama  rather  than  controlling  it,  as  scene  billows 
after  scene  in  the  ocean  of  happenings  with  no  ordered  beginning 
and  no  clear-cut  ending. 

Her  lyric  verse  ( 'Gedichte ,  1894;  Neue  Gedichte ,  1907),  modelled 
as  it  may  be  on  that  of  Conrad  Ferdinand  Meyer,  is  marked  by  a 
somewhat  hectic  speculative  cast  rather  than  by  plastic  presenta¬ 
tion  of  image  and  substance.  The  philosophical  staple  is  that  of 
the  prose  work:  the  most  insistent  idea  is  that  personality  should 
struggle  with  and  wrest  from  existence  the  utmost  it  can  bestow  - 
AUes  oder  nichts ,x  for  instance,  concentrates  the  doctrine  (essentially 
that  of  Vita  Somnium  Breve  as  of  other  works)  in  a  sonnet.  Certain 

1  The  tide  of  the  poem  was  familiar  as  the  programme  of  Ibsen  and  of 
Ibsen’s  hero  Brand  Qlntet  eller  alt!9). 
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of  her  poems  with  a  more  sentimental  appeal  have  won  permanent 
place  in  the  anthologies,  but  one  doubts  whether  the  bulk  of  the 
verse  is  not  superficially  imitative  or  a  metrically  skilful  play  with 
current  fancies,  though  she  may  give  them  the  ring  of  intense 
feeling,  as  in  Sehnsucht ,  which  owes  its  poignancy  to  its  Swiss1 
setting : 

Urn  bei  dir  ^u  sein , 

Trig"  ich  Not  und  Fahrde , 

Ness'"  ich  Freund  und  Haus 
Und  die  Ful/e  der  Erde. 

Mich  verlangt  nach  dir , 

Wie  die  Flut  nach  dem  Strande , 

Wie  die  Schwalbe  im  Herbs t 
Nach  dem  sudlichen  Lande , 

Wie  den  Alpsohn  heim, 

Wenn  er  denkt>  nachts  alleine , 

An  die  Berge  voll  Schnee 
Im  Mondenscheine. 

She  gets  farthest  away  from  traditional  moods  -  and  metrically  at 
least  her  poetry  is  for  the  most  part  wearily  traditional  -  in  im¬ 
pressionistic  freaks  of  fancy  such  as  Er  inner ung: 

Einmal  vor  manche?n  Jahre 
War  ich  ein  Baum  am  Bergesrand, 

Und  meine  Birkenhaare 

Kdmmte  der  Mond  mit  weisser  Hand, 

Hoch  uberm  Abgrund  king  ich 
Windbewegt  auf  schroffem  Siein> 

Tdn^ende  Wolken  fingich 
Mir  als  vergdnglich  Spiel^eug  ein, 

Fuhlte  nichts  im  Gemuie 
Weder  von  Wonne  noch  von  Leid, 

Kauschte ,  verwelkte ,  bluhte9 
In  meinem  Schatten  schlief  die  Zeit, 

A  close  examination  of  Ricarda  Huch’s  work  would  very  likely 
prove  that  the  scholarly  elaboration  of  current  ideas  which  shows 

1  Heimweh  itself  is  a  Swiss  word  which  has  naturalized  itself  in  German, 
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in  her  verse  is,  rather  than  original  fire  of  genius,  what  by  the 
nature  of  her  imitative  talent  she  is  best  qualified  to  do.  Even  the 
general  view  of  critics  that  she  has  a  very  masculine  mind  -  she 
certainly  has  a  strong  man’s  capacity  for  taking  infinite  pains  - 
needs  qualifying  by  the  admission  that  she  has  to  the  full  those 
feminine  weaknesses  -  e.g.  worship  of  man  -  which  make  women 
so  delightful  to  men.  At  all  events  any  male  scholar  might  be 
proud  of  her  great  mass  of  critical  work.  Her  literary  criticism 
( Die  Blute^eit  der  Romantik,  1899;  Ausbreitung  und  V erf  all  der  Roman- 
tik ,  1902;  Gottfried  Keller ,  1904)  is  academically  accepted,  though 
rather  brilliant  than  academic;  and  she  even  manages  to  make 
theology  interesting  in  Luthers  Glaube  (1916).  To  her  historical 
work  she  brings  the  sound  academic  training  of  her  Zurich  days ; 
it  is  nevertheless  poet’s  history.  Her  Romisches  Reich  deutscher  Nation 
(1934),  in  which  she  traces  the  cultural  and  political  development 
of  the  Empire,  did  not  find  favour  with  Nazi  critics  because  she 
does  not  definitely  reject  the  fascination  for  the  German  emperors 
of  Rome  and  all  Rome  implied.  Where  she  does,  perhaps,  prepare 
Nazi  ideology  is  in  her  philosophical  disquisition  Entpersonlichung 
(1921):  she  compares  the  medieval  ideal c  (heidnisch-christlich-germa- 
nisch ’)  with  the  contemporary  aim  to  be  as  comfortable  as  possible; 
in  the  Middle  Ages  man  strove  to  complete  his  personality  and  to 
be  god-like,  but  progress  has  been  cvon  der  Personlichkeit  %ur  Ent- 
persdnlichung\  The  Germans  are  less  able  to  resist  this  rotting  of 
personality  because  they  are  no  longer  racially  pure. 

lou  andreas-salome  (1861-1937)  in  her  novels  (Ruth,  1895  ; 
Fenitschka,  1898;  Ma>  1901)  marks  the  transition  from  naturalism 
to  impressionism.  Born  in  St.  Petersburg  as  the  daughter  of  a 
Russian  general,  she  was  fond  of  German  Russians  for  her  charac¬ 
ters,  and  the  scene  of  her  tales  is  often  in  Russia.  One  of  her  best 
bits  of  work  is  the  description  of  the  steppes  in  Wolga  (one  of  the 
short  stories  of  Im  Zwischenland ,  1902),  in  which,  too,  there  are 
studies  of  puberty  considered  daring  at  the  time  they  were  written. 
She  is  intellectualized  through  and  through  ( durchgeistigt ),  and  the 
realism  of  her  keenly  psychological  depiction  is  both  tormentedly 
Russian  and  ruthlessly  Nietzschean.  She  is  best  known  as  the 
friend  of  Nietzsche  and  Rilke;  her  Friedrich  Nietzsche  in  seinen 
Werken  (1894)  and  Rainer  Maria  Rilke  (1929)  are  important  be¬ 
cause  of  the  first-hand  knowledge  they  convey. 

Vicki  Baum  (1888-  ),  a  Viennese  actress  who  turned  to  writing. 
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has  in  her  feverish  style  something  of  the  expressionist  manner. 
In  her  early  novels  critics  detected  the  influence  of  Hermann  Bang 
and  Thomas  Mann ;  in  her  later  work  she  has  developed  her  own 
manner.  She  has  the  light  touch  of  a  bom  story-teller;  she  does 
not  build  sentences,  but  lets  her  quick,  lively  periods  fall  into  a 
natural  sequence  and  caps  them,  often,  with  a  sad  illuminative 
climax;  and  if  she  has  any  poetry  it  is  in  the  feeling  she  glosses 
over  with  her  cynically  realistic  conversational  tone  rather  than  in 
any  literaryphrasing.  She  has  her  own  technique,  too ;  for  instance,  in 
Das  grosse  Einmaleins  (193  5)  she  will  show  the  man’s  state  of  mind 
during  a  crisis  of  the  action,  and  then  literally  repeat  it  to  show 
the  woman’s  far  more  intense  feeling  from  moment  to  moment. 
In  Menschen  itn  Hotel  (1929)  she  came  near  to  devising  a  new  film¬ 
like  way  of  narration:  she  presents  a  metropolitan  hotel,  with  the 
swing  doors  and  the  great  hall  as  a  kind  of  open  sesame,  as  an  atom¬ 
like  conglomeration :  a  miniature  but  complete  replica  of  the  world 
as  a  totality,  pulsing  with  pain  and  passion  in  its  interrelated  types. 
She  had  written  considerably  before,  but  with  this  burst  of  talent 
she  conquered  her  world,  helped  by  the  insight  of  critics  who  at 
once  detected  in  the  pathetic  figure  of  the  dancer  on  the  threshold 
of  her  decline  a  picture  of  that  darling  of  capitals,  Pavlova.  The 
excellent  thing  in  Menschen  im  Hotel  is  the  intimate  rendering  of 
the  irradiation  of  life  from  a  nucleus ;  in  Zwischenfall  in  Lohwinckel 
(1930)  the  gathering-point  is  a  small  German  town,  whose  de¬ 
tached  intimacies  are  set  fluttering  by  the  old  romantic  device  of 
an  accident  to  travellers.  It  is  this  intimate  rendering  of  German 
fife,  seen  with  a  Jewish  keenness  of  eye,  which  makes  Vicki  Baum’s 
American  tales,  by  contrast,  so  artificial,  though  allowance  must 
be  made  for  expressionistic  distortion.  The  pity  is  that  so  German 
a  writer  should  have  been  transplanted  by  the  exigencies  of  1933 
to  the  United  States,  where  she  was  naturalized.  Leben  ohne  Geheim- 
nis  (193  3)  attempts  an  unravelling  of  the  mysteries  of  Hollywood, 
but  actually  pictures  only  what  is  known.  To  film-goers  of  course 
there  must  be  a  thrill  in  detecting  the  originals  of  these  waxworky 
characters.  From  the  view-point  of  literary  continuity  Vicki  Baum’s 
most  interesting  tale  may  well  be  Stud.  Chem.  Helene  Willfuer  (1929); 
academic  readers  it  will  attract  or  repel  by  its  description  of  alleged 
student  life  in  Heidelberg  and  Munich.  It  carries  the  theme  of 
Helene  Bohlau  s  Das  R.echt  der  Mutter  a  stage  further:  the  heroine 
gives  herself  to  her  boy,  not  because  she  has  a  thrill  of  desire,  but 
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because  he  is  suffering,  and  generally  there  is  much  of  Gabriele 
Reuter’s  consideration  for  suffering  males  in  this  story.  (On  the 
other  hand  Vicki  Baum  may  be  hard  on  her  own  sex:  ‘she  was 
female' almost  to  the  pitch  of  obscenity’,  she  writes  of  one  of  her 
characters.)  A  friend  of  the  heroine  sends  her  boy  away  after  a 
night  of  excitement  -to  a  looser  woman;  and  syphilis  is  the  result. 

Is  the  continence  that  propriety  requires  of  engaged  couples  a 
social  prejudice,  a  hygienic  evil,  or  a  stem  necessity  ?  Is  not  the 
vital  consideration  for  a  university  girl  student  the  fact  that  she 
cannot  be  pregnant  and  study  for  her  examination  or  write  a 
thesis  ?  Helene,  as  a  student  of  chemistry,  can  follow  the  chemico- 
biological  process  of  pregnancy  in  her  own  body,  and  there  is  the 
problem  of  the  expediency  or  otherwise  of  abortion.  This  is  still 
forbidden  by  German  law;  but,  as  the  novel  stresses,  contempt 
for  the  unmarried  mother  is  now  forbidden  -  she  has  helped  the 
Fatherland,  and  is  entitled  to  be  addressed  as  ‘Frau’.  (The  right  to 
provide  cannon-fodder  for  a  grateful  country  was  not  exactly  what 
Vicki  Baum’s  predecessors  had  fought  for.)  Having  borne  her 
baby,  Helene  isolates  a  hormone  which  stimulates  the  sexual  func¬ 
tions  and  has  a  rejuvenating  effect;  this  is  successfully  marketed 
under  the  name  of  ‘vitalin’,  and  thus  the  novel  has  a  happy  ending 
-  of  a  new  sort. 

vt.sk  lasker-schuler  (1876-1945)  was  claimed  as  one  of  them¬ 
selves  by  the  expressionists ;  she  was  at  all  events  in  the  very  centre  ' 
of  their  Berlin  circle,  and  as  the  wife  of  Herwarfh  Walden,  the 
editor  of  Der  Sturm ,  she  chaperoned  the  movement  so  to  speak. 
But  in  her  origins  she  is  a  naturalist:  her  drama  Die  Wupper  (1908) 
is,  though  fantastically  coloured,  a  sordid  depiction  of  low  life  in 
the  Ruhr  district.  The  drama,  however,  was  tentative:  she  is  her 
own  strange  self  in  her  poems.  She  has  no  ethics  of  any  sort,  and 
for  that  reason  cannot  be  an  expressionist  proper;  but  her  verse 
and  prose  have  an  expressionist  appearance  in  the  sense  that  they 
do  seem  to  be  expressing  something  that  only  those  who  are  poetic¬ 
ally  gifted  can  make  head  or  tail  of.  What  does  emerge  is  that  she 
is  an  Oriental  princess  -  Prinzessin  Tino  von  Bagdad  -  who  has 
the  tales  of  Scheherezade  to  tell;  and  we  should  see  her  sunk  in 
Wem  silks  and  cushions,  or  in  a  moonlight  halt  among  the  sheiks 
of  the  desert.  Or:  she  is  on  pilgrimage  to  the  New  Jerusalem,  and 
is  in  some  strange  way  herself  the  angel' before  the  gates  of  Para¬ 
dise,  with  his  star  glittering  on  her  brow  and  his  broken  pinion 
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on  her  shoulder.  Her  Hebraische  Balladen  (1913)  have  some  Hebrew 
melodies,  but  for  the  most  part  are  pathologically  modem.  Die 
Kuppel  (1925)  is  a  collection  of  lyrics  in  the  same  vein:  apparently 
artless  notations  of  intensely  personal  fancies,  with  broken  rhythms 
and  fainting  falls.  Altogether  delightful  -  to  the  initiated  -  is  Das 
Peter  Hille-Bucb  (1906),  in  which  she  wreathes  a  halo  round  the 
shaggy  head  of  the  disreputable  vagabond  poet,  her  great  friend; 
the  whole  thing  is  as  close  to  reality  as  EichendorfFs  Taugenichts. 
‘The  Black  Swan  of  Israel’  ended  her  days  as  a  kind  of  national 
Jewish  poet  in  Jerusalem.  Her  most  poignant  book  is  her  last, 
Das  Hebraerland  (1937):  travel  impressions  of  the  Holy  Land  and 
at  the  same  time  a  vision  of  the  poetry  and  tragedy  of  Jewish 
history  in  the  homeland.  Very  pathetic  are  her  own  illustrations. 
Her  own  quaint  drawings  indeed  adorn  all  her  books,  and  this 
alone  makes  them  prizes  for  collectors  -  one  would  not  even  deface 
them  by  having  them  bound:  they  are  things  to  keep  clean  in  the 
original  paper  binding  with  the  incredible  and  luring  picture  on 
the  cover.  Dichtungen  und  Dokumente  (1951)  contains  a  good  cross- 
section  of  her  ever-varied  work  with  its  strange  moods  and  fancies. 

There  can  be  no  questioning  of  the  womanish  element  in  the 
novels  of  enrica  von  handel-mazzetti  (1871-1955).  Bom  in 
Vienna,  she  lived  at  Steyr  in  Upper  Austria,  and  she  belongs  to 
Heimatkunst  because  her  best  workis  narrowed  down  to  delineation 
of  this  her  homeland.  Strictly  speaking,  however,  she  is  not  a 
HeimatkMnstlerin ,  because  the  theme  she  has  made  her  own  is  not  so 
much  the  regional  aspects  of  life  and  landscape  as  the  fierce  strife 
of  religious  sects,  which  would  be  the  same  without  as  within  her 
homeland.  Her  first  novel,  Meinrad  Helmpergers  denkwiirdiges  Jahr 
(1900),  is  located  at  the  beginning  of  the  eighteenth  century,  when 
Lutheranism  had  ossified  into  a  dogma  as  intolerant  as  ever  Cath¬ 
olicism  was.  The  son  of  Baron  Mac  Endall,  a  British  atheist  who 
has  been  tortured  to  death  by  the  Berlin  parsons,  is  won  over  in  a 
monastery  to  the  Catholic  faith ;  the  abbot,  a  man  of  hard  nature, 
has  failed  to  influence  the  lad,  but  he  is  moulded  by  the  loving 
gentleness  of  a  simple  monk,  Meinrad  Helmperger.  The  decisive 
factor  in  the  conversion,  however,  is  the  picturing  -  sadistically 
detailed  —  of  the  torture  to  which  the  defiant  atheist  has  been  put; 
and  here  for  once  the  author  is  unfair  to  the  contrary  faith,  for  the 
Catholics  would  hardly  have  been  more  lenient  to  an  atheist ;  she 
does,  however,  credit  nobility  of  character  as  well  as  unflinching 
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sincerity  of  conviction  to  this  friend  of  Leibniz  whom  the  Protest¬ 
ants  have  martyred.  Enrica  von  Handel-Mazzetti’s  best  novel  is  no 
doubt  Jesse  und  Maria  (1906).  Jesse,  a  Protestant  iconoclast,  has 
designs  against  the  miracle-working  image  of  the  Virgin  at  Steyr 
(where  it  is  still  the  bourne  of  pilgrims),  and  Maria,  for  the  sake 
of  the  Catholic  faith,  betrays  him;  she  is  then  torn  by  remorse, 
and  the  story  shows  that  in  her  heart  she  loves  the  man  whose 
death  she  has  compassed.  What  the  story  brings  out  is  that  there 
is  as  much  sincerity  and  true  goodness  in  one  religion  as  in  the 
other;  what  matters  is  the  essential  humanity  of  characters  who 
are  estranged  by  the  intensity  of  their  own  convictions.  So  fair  to 
Protestants  is  this  writer  that  she  has  been  accused  of  upholding 
or  condoning  Protestant  doctrine;  and  certainly  any  Protestant 
might  swear  that  her  next  novel,  Die  arme  Margaret  (1910),  gives 
the  palm  of  victory  to  the  Protestant  heroine.  The  intention  prob¬ 
ably  is,  however,  to  show  that  salvation  rests  with  the  Virgin  and 
even  with  her  carven  image,  and  perhaps  by  reason  of  this  argu¬ 
ment  and  because  of  the  general  womanishness  (in  a  good  sense) 
of  the  story  Die  arme  Margaret  gives  a  better  idea  of  the  author’s 
essential  qualities  than  does  Jesse  und  Maria.  The  tale  has  breathless 
interest  and  a  faultless  heightening  of  the  tension  to  the  final  too 
sensational  but  compelling  scenes ;  and  yet,  if  reduced  to  its  bare 
outlines,  it  is  in  the  nature  of  an  old  saint’s  legend  (. Heiligenlegende ), 
with  the  devil  nearly  triumphing  over  a  woman’s  chastity  and 
balked  only  in  the  moment  of  seizure  by  the  intervention  of  the 
Virgin.  Poor  Margaret  is  the  young  widow  -  very  lovely  with  her 
lily-white  skin  and  golden  locks  -  of  a  Protestant  in  Steyr  who 
has  been  executed  for  heresy.  Since  she  remains  obstinately  Pro¬ 
testant  a  company  of  twenty-five  Pappenheim  dragoons  under  the 
command  of  a  strapping  and  perfectly  handsome  lieutenant  is  sent 
to  force  her  to  recant.  The  lieutenant,  a  mere  boy,  still  a  virgin  in 
spite  of  his  campaigning,  has  carte  blanche ;  he  billets  himself  and 
his  men  in  her  little  cottage,  leaving  Margaret  only  the  windy 
attic  for  herself  and  suckling  child,  and  proceeds  -  fanatically  con¬ 
vinced  that  he  is  thus  serving  God  -  to  put  the  poor  woman  to 
torture;  and  the  author  dwells  on  the  pressure  of  his  devilish 
devices  with  that  love  (sadistic  or  otherwise)  of  the  description  of 
suffering  which  is  a  marked  feature  of  her  work.  The  climax  of 
the  piled-up  agony  comes  when  the  lieutenant,  in  a  terrific  thun¬ 
derstorm,  attempts  to  rape  his  prisoner;  her  desperate  resistance 
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is  described  -  con  amore  -  as,  step  by  step,  he  forces  her  to  the  edge 
of  the  bed  from  which  he  has  displaced  her;  and  she  is  on  the  very 
verge  of  collapse  when  she  snatches  from  his  breast  the  scapulary 
with  an  image  of  the  Virgin  -  which,  as  he  has  told  her,  is  all  that 
remains  to  him  of  the  mother  he  has  never  known  -  and  holds  it 
before  his  face.  He  reels  back;  her  purity  -  or  the  Virgin?  -  has 
saved  her.  In  the  drenching  rain  she  runs  out  into  the  town,  and 
is  rescued  by  a  patrician  of  the  district,  a  strict  Catholic  who  is 
given  the  picturesque  attributes  of  the  Moses  of  the  Bible  and  of 
Michelangelo.  He  rouses  the  burghers,  jealous  of  their  chartered 
liberties,  to  a  fever-heat  of  indignation,  and  the  army  authorities 
are  forced  to  bring  the  delinquent  to  trial.  They  might  save  him 
if  he  would  swear  that  the  woman  tempted  him;  but  he  is  too 
simple  and  true  to  lie  -  and  he  loves  the  fair  body  he  has  touched. 
And  to  everybody’s  surprise  Margaret  refuses  to  accuse  him;  ‘es  ist 
nicht  beschehen’,  she  says  (he  did  not  do  it).  But  she  bears  the  imprint 
of  his  five  fingers  on  her  arm;  and  in  any  case  attempted  rape  is 
according  to  army  regulations  as  heinous  a  crime  as  rape  com¬ 
mitted;  so  the  boy  is  condemned  and  stabbed  to  death  with  lances. 
But  he  dies  in  the  arms  of  Margaret,  who  holds  before  his  dying 
eyes  his  mother’s  scapulary,  which  had  been  taken  from  his  neck. 
Margaret  weeps  over  her  perfect  brute  as  Kriemhild  wept  over 
hers  (‘si  huop  sin  scheme  houbet  in  ir.vil  wi^en  hanf)-,  and  it  may  be 
taken  as  praise  or  blame  to  say  that  in  this  modern  story  there  is 
the  same  elemental  feeling  as  there  is  in  the  Nibelmgenlied.  The 
sentiment  is  not  maudlin,  because  it  is  psychologically  developed 
stage  by  stage;  the  characters,  though  touched  up  with  religious 
colouring,  have  that  simplicity  and  swift  emotion  which  we  find 
in  the  ancient  masterpieces  of  literature.  In  a  period  which  was 
priding  itself  on  its  psychological  probing  of  complicated  natures 
these  novels  of  Enrica  von  Handel-Mazzetti  are  thus  in  the  nature 
of  throw-backs ;  nevertheless,  the  best  critics  may  be  right  in  giving 
to  her  the  palm  for  the  historical  novel  of  recent  years;  she  earns  this 
precedence  of  place,  in  spite  of  her  limited  range,  by  hef  absolute 
sincerity  of  motive  and  by  the  consummate  skill  of  her  simple 
technique.  Not  the  least  of  her  qualities  is  her  scholarly  handling 
of  the  dialect  of  Lower  Austria:  chronicle  style,  Volkslied,  Kansdei- 
sprache,  the  Alamode  language  of  seventeenth-century  officials  and 
soldiers,  are  skilfully  imitated.  Equally  good  is  the  rendering  of 
those  baroque  features  which  make  the  seventeenth  century  in 
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Germany  so  fascinating  a  study:  the  violently  strained  rhetoric, 
the  delight  in  glaring  antitheses,  the  fiercely  ethical  conduct  of 
life,  the  stem  religious  gloom  which  is  the  background  against 
which  flit  and  flash  the  dashing  devilment  and  the  picturesque 
uniforms  of  all  the  regiments  of  many-peopled  Austria.  Other 
novels  in  which  she  deserts  the  province  and  period  she  has  made 
her  own  are  mediocre  ( Der  deutsche  Held,  1920),  but  there  is  at 
least  interest  to  the  student  of  literature  in  her  Johann  Christian 
Gunther  (1927),  in  which  she  lays  bare  the  contrition  after  much 
human  sinning  of  that  seventeenth-century  lyric  poet  whose  life, 
in  Goethe’s  words,  ran  to  waste  because  he  had  let  go  the  reins. 
With  Enrica  von  Handel-Mazzetti  may  be  mentioned  her  disciple 
paula  grogger  (1892-  ),  also  a  Styrian;  her  best  tales  are  Das 
Grimmingtor  (1927)  and  Der  Lobenstock  (1935). 

The  Catholic  writer  most  in  vogue  today  is  freiin  gertrud 
von  le  fort  (1876-  ).  She  was  nearly  fifty  when  she  began  to 
write  the  books  that  made  her  famous1  -  the  reason  being,  she  says, 
that  ‘all  that  is  to  ripen  needs  a  long  resting  time  and  all  that  drives 
down  deep  must  zealously  guard  the  aloofness  that  is  needed.’ 
She  has  told  her  story  in  Aufeeichnungen  rnd  Erinnerungen  (1951). 
The  descendant  of  Huguenot  immigrants,  the  great  event  in  her 
life  was  her  conversion  to  Catholicism  in  1926.  The  main  forma¬ 
tive  influence  on  her  was  her  study  of  history  and  theology  at 
Heidelberg  as  the  pupil  of  the  philosopher  Ernst  Troeltsch,  whose 
posthumous  works  she  edited.  She  made  her  reputation  with  the 
theological  novel  Das  Schweisstuch  der  Veronika  (1928);  its  sequel 
Der  Kramz  der  Engel  did  not  appear  till  1946,  but  the  two  form  one 
whole.  In  Das  Schweisstuch  der  Veronika  with  its  significant  sub¬ 
title  Der  romische  Brunnen  we  have  the  story  of  a  sixteen  year  old 
girl  in  pre-1914  Rome  who  is  so  captivated  by  the  history  of  the 
Imperium  Sanctum,  the  grandeur  of  the  Holy  Roman  Empire 
leagued  with  and  leaning  on  the  Church  of  Rome,  that  she  turns 
Catholic,  breaking  away  from  the  creed  of  her  Protestant  grand¬ 
mother.  In  Der  Krant 1  der  Engel  we  find  her  as  a  student  at  Heidel¬ 
berg;  here  there  is  a  love  match  with  a  friend  of  her  youth  who, 
after  his  experiences  in  World  War  I,  has  come  to  hate  Christianity 
(much  as  Ernst  Wiechert  did  in  his  first  phase).  She  seeks  to  re¬ 
deem  him  by  consenting  to  a  civil  marriage,  but  she  falls  danger- 

x  Her  earlier  works,  verse  and  prose,  are  collected  in  Die  ersten  Schritte 
(i95i)- 
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ously  ill  and  he  returns  to  the  fold.  This  theme  of  redemption  by 
love  is  necessarily  the  main  moving  force  in  her  work,  for  it  is  the 
integral  concomitant  of  the  Catholic  faith.  What  constitutes  the 
interest  of  the  two  novels  is  that  sustained  conflict  between  world¬ 
liness  and  unfettered  thinking  on  the  one  hand  and  Catholicism 
with  its  rigidity  of  doctrine  on  the  other  which  in  our  days  marks 
the  political  history  of  Germany  and  Austria  and  in  literature  as 
in  politics  amounts  to  a  Catholic  revival.  Of  this  Catholic  revival 
she  is  a  prop  and  stay.  It  is  natural,  therefore,  that  Das  Schweisstuch 
der  Veronika  should  have  the  stamp  of  all  her  subsequent  fiction. 
Generally  speaking  her  novels  and  short  stories  have  to  be  classed 
as  historical;  but  this  is  only  chronologically  so,  for  she  is  every¬ 
where  at  grips  with  the  problems  of  the  present,  and  her  solution 
of  the  conflicts  round  which  she  winds  her  intrigues  points  to  the 
final  goal  where,  as  her  shaping  of  the  action  shows,  salvation  lies. 
Critics  deny  that  she  preaches ;  and  this  holds  good  in  the  sense 
that  truth  is  not  something  that  can  be  taught,  but  is  there,  im¬ 
mutable,  where  the  author  sees  it.  The  key  to  her  striving  -  which 
is  to  save  souls  from  the  dark  powers  that  threaten  them  -  is  that 
her  works  were  composed  during  the  onward  rush  and  sweep  of 
nationalistic  and  communistic  doctrines.  Both  the  great  theological 
novels  with  their  depiction  of  a  girl’s  sacrifice  of  family  tradition 
are  written  in  the  first  person,  and  that  has  frequently  been  taken 
to  indicate  that  they  are  autobiographical;  this  she  emphatically 
denies  -  she  uses  the  Ichform ,  she  says,  because  it  is  particularly 
suggestive  where  the  narrator’s  aim  is  to  lay  bare  the  inner  nature 
of  her  chief  character.  Moreover,  she  affirms,  her  characters  are 
not  portraits  painted  from  life,  but  types ;  that  is,  what  happens  in 
their  minds  is  more  important  than  what  they  are  as  persons.  In 
other  words  they  are  evolved,  as  a  mathematical  proposition  might 
be.  But  whether  for  this  very  reason  they  live ,  as  do  the  characters 
of  Enrica  von  Handel-Mazzetti,  to  whom  the  historical  placing  of 
her  characters  brings  her  close,  is  a  moot  question.  Der  Papst  aus 
dem  Ghetto  (1930)  brings  the  Jewish  problem  into  the  story  of 
Anaclet  II,  the  Jew  pope  who  in  1130  was  set  up  as  antipope  to 
Innocent  II.  Die  Let^te  am  Schafott  (193 1)  is  a  sort  of  Heiligenlegende 
written  in  letter  form  by  a  novice,  the  youngest  of  sixteen  Carmel¬ 
ite  nuns,  who  dies  as  the  last  of  them  during  the  French  Revolu¬ 
tion,  with  all  the  legendary  heroism  of  a  martyr.  It  is  the  base  of 
Francis  Poulenc’s  opera  Dialogues  des  Carmelites  (1956),  with  a 
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French  text  by  Georges  Bernanos.  Das  Reich  des  Kindes  (1933) 
weaves  the  story  in  legend  form  round  the  last  of  the  Carolingians 
and  centres  round  the  fate  of  Lewis  the  Child.  Die  Magdeburgische 
Hochjit  (1938)  symbolizes  the  fall  and  destruction  of  Magdeburg 
during  the  Thirty  Years  War  as  such  a  marriage  of  temporal  and 
eternal  as  will  befall  the  world  on  the  day  of  judgment.  The 
Novelle  Die  Abberufung  der  Jungfrau  von  Barbj  (194°)  with  its  orgies 
of  image-breaking  by  fanatical  iconoclasts  has  its  sinister  parallel 
in  the  mind  of  a  nun  who  loses  her  faith  and  dies  a  violent  death. 
There  is  a  similarity  of  theme,  the  conflict  between  justice  and 
pity,  in  the  two  short  stories  Das  Gericht  des  Meeres  (1943)  an<I  D*g 
Consolata  (1947).  In  the  latter  a  papal  legate  besieges  Padua  and 
saves  it  from  a  ruthless  dictator;  the  reference  to  Nazi  ideology  is 
transparent.  These  two  Novellen  are  reprinted  in  Die  TochterFari- 
natas  (1950),  which  adds  two  others,  the  title  story  and  Plus  Ultra-, 
in  the  title  story  the  heroine  saves  her  native  city  Florence  in  the 
days  of  the  Hohenstaufens,  while  in  Plus  Ultra  a  girl  sacrifices  her 
love  for  the  Emperor  Charles  Quint  because  her  love  of  the  Holy 
Roman  Empire  is  greater.  The  two  stories  of  Geldschte  Ketyen  (1953) 
again  draw  a  parallel  of  trends  and  happenings  in  the  Thirty  Years 
War  with  those  of  today.  The  scene  of  Die  Frau  des  Pilatus  (1955) 
begins  in  Judea  at  the  time  of  Christ’s  trial  and  moves  to  Rome, 
where  Pilate’s  wife  Claudia  is  threatened  by  the  fate  of  Christians 
who  are  thrown  to  lions  in  the  circus,  for  she  is  a  convert  to 
Christianity.  Her  dilemma  is  that,  though  she  is  a  bride  of  Christ, 
she  is  still  the  loving  wife  of  a  husband  who  sanctioned  the  cruci¬ 
fixion  of  her  Heavenly  Bridegroom.  The  letter  form  of  Die  Leterte 
am  Schafott  is  again  effectively  used:  the  writer  is  Claudia’s  maid¬ 
servant,  who  records  the  story  from  close  experience  and  without 
partiality.  The  first  book  of  Gertrud  von  le  Fort’s  verse  which 
counts  is  Hjmnen  an  die  Kirche  (1924),  a  dialogue  between  the 
Creator  and  the  soul.  This  was  followed  by  Hjmnen  an  Deutschland 
(1932),  the  burden  of  which  is  that  Germany  can  find  salvation 
only  if  the  State  is  wedded  to  the  Holy  See.  Gedichte  (1949)  gathers 
in  poems  written  between  1933  and  1945 ;  it  reflects  the  moods 
and  misery  and  the  hope  springing  eternal  of  these  years.  The  ode 
Vergessenes  Vaterland  is  a  terrible  picture  of  war’s  ruin,  and  this  is 
heightened  by  such  poems  as  Die  Kathedrale  nach  der  Schlacht,  Den 
s^erstorten  Domen,  Die  Heimatlosen.  The  lovely  poem  Deutsches  Leid 
is  a  moving  protestation  of  the  poet’s  love  for  a  Germany  laid  in 
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ruins.  Die  Stimme  des  Heilands  brands  the  horror  of  war  -  the 
Saviour  speaks  His  pity  for  all  His  peoples.  Of  Gertrud  von  le 
Fort’s  essayistic  work  the  most  widely  read  is  Die  ewige  Frau  (1934); 
the  interpretation  of  ‘die  Frau  in  der  Zeif  is  doubled  by  that  of 
‘die  \ 'eitlose  Frau9.  Die  Krone  der  Frau  (1952),  consisting  of  selections 
from  the  author’s  works,  is  in  the  nature  of  a  companion  volume. 
There  are  mystical  currents  philosophically  reasoned  in  Die  Opfer - 
flamme  (1938),  which  pays  tribute  to  death  as  a  form  of  love,  while 
Unser  Weg  durch  die  Nacht  (1949),  addressed  to  ‘meine  Schwei^er 
Freunde\  proclaims  her  love,  quand  meme,  of  Germany. 

agnes  miegel  (1879-  ),  who  was  born  in  Konigsberg,  is  essen¬ 
tially  a  lyric  poetess  ( Gedichte ,  1901  -  title  changed  to  Fruhe  Ge- 
dichte>  1939;  Balladen  und  Lieder ,  1907;  Gedichte  und  Spiele ,  1920; 
Gesammelte  Gedichte ,  1927,  1931,  1952;  Herbstgesang>  1932).  Her 
verse  is  traditional  in  form,  but  there  is  a  vigorous  feminine  note 
in  the  themes,  and  even  sexual  disclosure,  though  decent  and  dis¬ 
creet,  and  marked  with  patient  suffering  or  expectation  rather  than 
revolt,  in  such  poems  as  Madchenlied, ,  Das  let^te  Mai ,  Wie  Ischtar , 
Ungeborenes  Leben ,  Schone  Agnete;  and  her  ballads  are  differentiated 
from  the  merely  narrative  species  by  a  vibrant  assertion  of  femin¬ 
ine  psychology  ( Agnes  Bernauerin ,  Griseldis ,  Mary  Stuart ,  Abisag  von 
Sunem ,  Magdalena ,  etc.).  The  plenitude  of  British  ballad  themes  is 
due  to  early  residence  in  England,  though  also,  perhaps,  to  the 
influence  of  Fontane.  In  her  Novellen  ( Geschichten  aus  Altpreussen , 
1926;  Gang  in  die  Ddmmerung^  1934)  she  keeps  to  her  native  pro¬ 
vince  of  East  Prussia,  and  relates  historical  episodes  with  the  bias 
of  the  Hematkmstler.  Audhumla  (1938)  is  dedicated  to  the  cows  of 
East  Prussia,  and  tells  their  story  from  the  mythical  Urkuh  of  the 
Eddas  to  the  flight  from  the  Russians  in  August  1914. 

What  Agnes  Miegel  is  to  East  Prussia  lulu  von  strauss  und 
torney  (1873-1956)  is  to  Westphalia.  One  of  the  best-known  col¬ 
lections  of  verse  in  our  period  is  Keif  steht  die  Saat  (1926),  her 
collected  poems  and  ballads.  Her  long  ballads  ( Libussa ,  Das  Gericht 
von  Calais ,  Geusenbotschafp  etc.)  have  great  variety  both  of  form 
and  theme,  and  are  dramatic  rather  than  lyrical;  their  exultant  tone 
and  sonorous  rhythm  mark  her  delight  in  the  vigorous  life  and 
self-assertion  of  her  vividly  individualized  characters.  Her  manly 
love  of  adventure  and  the  open  life  comes  out  in  her  tales  of 
peasant  life  in  the  lands  around  the  Weser :  Bauernstoh^  (1901),  Judas 
(1911;  title  changed  to  Der  Judashof  1937)  and  in  her  historical 
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tales:  Der  Hof  am  Brink  (1906;  the  period  is  that  of  the  Thirty 
Years  War),  Lucifer  (1907 ;  describes  the  resistance  of  peasants  to 
the  tyranny  of  the  Church),  Sieger  und  Besiegte  (1907).  There  is  the 
visionary  fever  of  the  expressionists  in  her  tale  of  the  Anabaptists, 
Her  jungste  Tag  (1921):  a  consumptive  weaver  preaches,  in  1535, 
the  coming  of  the  Last  Day,  and  when  it  does  not  come  sets  the 
village  on  fire  with  his  own  hand. 

helene  voigt-diederichs  (1875-1952)  belongs  to  Heimatkunsf; 
but,  though  she  lovingly  describes  the  life  of  the  landed  gentry 
and  farmers  in  her  native  Schleswig-Holstein  (as  in  her  short 
stories :  Schleswig-Holsteiner  Landleute,  1898)  she  is  a  feminist  too, 
and  in  the  best  sense  of  the  term,  in  her  novels,  which  reveal  keen 
insight  into  the  minds  of  growing  girls,  and  throw  light  on  the 
interrelationship  of  mothers  and  daughters.  She  has  a  sense  of 
humour  to  relieve  the  strain  of  the  tragic  conflicts  she  evolves. 
Into  Auf  Marienhojf  (1925)  she  weaves  memories  of  the  estate  of 
the  same  name  where  she  grew  up.  The  awakening  life  of  maiden¬ 
hood  is  her  theme  in  Regine  Vosgerau  (1901)  and  Dreiviertel  Stund 
vor  Tag  (1905).  She  deals  honestly  but  decently  with  the  problem 
of  the  Ehe  zu  dritt  in  Ring  um  Roderick  (1929).  Aus  Kinder land  (1907) 
gathers  in  her  tales  told  to  children. 

In  present-day  criticism  ina  seidel  (1885-  )  is  given  very  high 
rank.  She  is  a  member  of  a  literary  dynasty:  her  uncle  was  Heinrich 
Seidel  of  Teberecht  Huhnchen  fame;  her  brother  is  Willy  Seidel,  who 
has  been  called  ca  German  Kipling5  for  the  sake  of  his  exotic  tales , 
she  married  her  parson  cousin,  who  writes  too;  and  Georg  Ebers 
was  her  mother’s  stepfather.  As  a  writer  of  verse  ( Gedichte ,  19*4? 
Neben  der  Trommel  her ,  1915  —  war  poems ;  1 IT dtinnigkeit ,  1918,  Neue 
Gedichte,  1927)  she  has  good  technique,  but  is  imitative.  Her  earlier 
novels  (Das  Haus  z um  Monde ,  1917,  with  its  sequel  Sterne  der  Heim- 
kehr ,  1923)  stand  out  by  their  careful  and  insistent  handling  of 
woman’s  importance  in  family  life;  her  speciality  is  the  relation¬ 
ship  of  brothers  and  sisters  (Bromseshof  1928  ;  Renee  und  Rainer , 
1928).  More  interesting  is  Das  Labyrinth  (1922),  a  painfully  Freud¬ 
ian  study  of  Georg  Forster  -  who  first  translated  the  Sanscrit 
drama  Sakuntala  -  as  the  scholarly  German  dreamer  helpless  in  a 
world  of  schemers.  His  youth  in  Warrington  is  described,  where 
his  father  was  a  teacher  —  dismissed  in  due  course  for  freethinking 
-  before  sailing  round  the  world  with  Cook,  taking  his  boy  with 
him.  On  their  return  the  father  was  appointed  professor  of  natural 
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science  at  Halle,  while  Georg  taught  in  a  school  at  Kassel.  He  is 
attracted  by  Karoline  Michaelis  -  later  the  wife  of  August  Wilhelm 
Schlegel  and  then  of  Schelling,  and  Schiller’s  ‘Dame  Lucifer’  -  but 
marries  Therese  Heyne,  the  daughter  of  the  famous  Gottingen 
professor  of  Latin.  She  is  unfaithful  to  him,  but  he  forgives  her, 
and  they  go  to  live  at  Mainz,  where  the  plot  thickens  and  history, 
with  the  French  occupation,  leads  the  characters  deeper  into  the 
labyrinthine  tangle.  The  effect  is  somewhat  televisionary:  there  is 
too  much  grouping  of  figures  familiar  to  us  all  as  Germanists: 
these  figures  are  vividly  portrayed,  but  too  much  in  the  ideal  light 
of  literary  history  -  even  such  figures  as  Schiller’s  friend  Huber. 
The  sting  of  the  criticism  should  be  that,  interesting  as  the  group¬ 
ing  of  these  familiar  figures  is,  it  is  only  so  in  a  sense  extraneous 
to  the  sense  of  the  novel  as  such:  certainly  they  rob  the  story  of 
concentration  on  the  protagonists :  Georg  Forster  is  not  so  much 
the  hero  around  whom  the  groups  revolve  as  one  of  a  crowd. 
Moreover,  he  is  depicted  as  a  pathological  figure,  so  that  the  novel 
has  naturalistic  Heldenlosigkeit.  However,  the  depressing  tale  does 
give  a  psychological  interpretation  of  the  marital  promiscuousness 
of  the  period  -  particularly  of  the  tendency  of  the  literary  ladies  to 
sample  poet  after  poet.  Forster  himself  is  of  the  type  of  Schiller 
when  he  wrote  Freigeisterei  der  Feidens shaft  —  and  for  the  same 
reason :  he  is  so  intellectually  excited  that  his  sexual  activity  is 
dormant  or  spasmodic.  The  tale  ends  with  Therese  living  under 
Huber’s  protection  while  Georg  goes  to  Paris  as  a  deputy  of  the 
Mainz  Convention.  Here  he  dies  in  misery;  and  ere  he  dies  he 
realizes  that  life  is  a  labyrinth,  through  which  we  grope,  with  hope 
vanishing,  to  that  terrible  mystery  the  Minotaur  -  that  is,  death. 
Ina  Seidel’s  masterpiece  is  Das  Wmschkind  (1930).  The  hero’s 
mother  is  the  daughter  of  a  patrician  family  in  Mainz;  she  is 
married  to  a  Prussian  officer,  whose  child  -  das  Wunschkind  -  she 
conceives  in  the  night  before  his  departure  to  fight  the  French 
revolutionaries.  He  is  killed.  As  the  boy  grows  up  the  situation  is 
that  of  Parzival’s  mother:  the  boy  belongs  to  a  Prussian  family  of 
officers;  he  must  fight;  he  is  dedicated  to  death  as  his  father  was. 
The  mother’s  sister  marries  a  French  officer  who  has  risen  from 
the  ranks ;  and  in  time  the  child  of  this  union,  a  daughter,  is 
brought  up  with  the  old  grandfather,  a  man  of  heroic  mould,  on 
the  Prussian  estate.  The  boy  falls  in  love  with  his  cousin,  though 
the  French  blood  in  her  veins  makes  her  flighty  and  unfit  for  a 
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Prussian  hero.  He  is,  in  the  novel’s  showing,  more  than  Prussian: 
the  great  collective  ideal  for  the  future  is  the  fusing,  say  by  a  kind 
of  State  chemistry,  of  German  provincial  characteristics  into  a  per¬ 
fect  character  who  will  stand  for  ideal  and  supreme  Germany ;  and 
thus  in  this  boy  the  artistic  qualities  of  the  Rhineland  are  blended 
with  the  hard  metal  of  military  Prussia.  Perhaps  a  more  insistent 
burden  of  the  tale  is  the  absolute  and  the  statesmanlike  necessity 
of  the  Prussian  military  machine,  and  its  essential  humanity  -  in 
the  sense  that  the  man  is  served  by  the  machine,  which  must  no 
more  be  questioned  than  the  machines  in  a  factory.  This  doctrine 
of  the  categorical  imperative  is  developed  at  immense  length  and 
with  insinuating  simplicity.  Der  W eg  ohne  Wahl  (193  3)  is  a  Kiinstler- 
rotnan  which  develops  the  theme  that  the  conquest  of  fate  can  only 
come  by  wishing  one’s  fate.  Lennacker  (1938)  is  a  Heimkehrerroman : 
an  officer  welded  to  the  ways  of  the  War  has  to  adapt  himself  to 
the  life  of  peace.  But  the  chief  problem  is  that  of  the  mental  peace 
of  parsons. 


XIV 


THE  REGIONAL  NOVEL 

Round  about  1900  an  attack  was  launched  on  the  literature 
of  town  life  (1 Grossstadtroman ),  and  a  demand  was  made  that 
writers  should  turn  their  backs  on  the  cities  -  to  which  for 
the  most  part  they  had  migrated  from  the  provinces  of  the  country¬ 
side  -  and  confine  themselves  to  the  description  of  their  native 
province:  Aspbaltkunst  should  give  way  to  Heimatkunst.  Experi¬ 
ence  was  to  show  that  this  amounted  to  a  return  to  the  Bauernroman 
or  the  Dorfnovelle ;  and  as  a  matter  of  fact  this  rural  literature  formed 
part  even  of  naturalism  -  certainly  in  the  Lusatian  novels  of  Wil¬ 
helm  von  Polenz.  The  attack  was  led  by  three  writers  -  Heinrich 
Sohnrey  (a  Hanoverian),  Fritz  Lienhard  (an  Alsatian),  and  Adolf 
Bartels  (from  Dithmarschen).  Heimatkunst,  they  urged,  would  make 
the  novel  deutschnational  or  heimiscb :  born  of  the  soil  and  redolent 
of  the  soil  (Scbollendichtung),  national  in  its  ideals  as  in  its  traditions, 
whereas  the  Grossstadtroman  was  for  a  great  part  the  purlieu  of 
international  Jews  who  would  have  no  literary  life  off  the  asphalt 
whose  stink  they  loved.  (Actually  it  was  a  philosophical  Jew, 
Berthold  Auerbach,  who  had  given  the  village  tale  a  classical  habi¬ 
tation  in  the  Black  Forest.)  The  movement,  which  in  England 
produced  the  regional  novels  (Hardy  for  Wessex,  etc.),  was,  how¬ 
ever,  not  merely  literary  but  also  a  spontaneous  development  due 
to  a  heightened  love  of  locality ;  and  in  Germany ,  too,  the  develop¬ 
ment  would  have  been  inevitable  without  the  fanatical  propaganda 
which  merely  made  it  conscious  of  its  tendencies.  Even  the  first 
requisite,  the  change  of  scene  from  urban  to  rural,  was  illusory: 
for,  strictly  speaking,  a  town  is  just  as  much  Heimat  as  a  village, 
so  that  the  main  difference  in  the  new  orientation  is  that  whereas 
the  naturalistic  novel  devotes  itself  to  the  proletariat  and  the  brain¬ 
workers,  Heimatkunst  prefers  for  hero  the  horny-handed  tiller  of 
the  soil,  stolid  and  grimly  determined,  throwing  himself  on  manual 
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labour  (as  the  hero  of  Ebner-Eschenbach’s  Das  Gemeindekind  does) 
‘like  a  Hon  on  his  prey’.  We  may  surely  reckon  Heimatkunst  as  an 
integral  part  of  naturalistic  and  impressionistic  literature,  for  it  is 
governed  by  the  same  cult  of  externals  -  the  essential  thing  is  the 
rendering  of  milieu,  and  character  is  more  than  ever  shaped  by 
surroundings.  Definite  criteria,  by  which  one  might  at  once  class 
a  novel  as  Heimatkunst  or  not,  are  impossible;  generally  speaking 
the  main  thing  in  the  genre  is  that  peasants  are  idealized.  This  rules 
out  Ludwig  Thoma  and  Josef  Ruederer,  to  whom  the  peasants  of 
their  native  hills  are  more  or  less  dirty  louts  and  the  more  so  the 
merrier  (for  their  artistic  purpose). 

One  thing  is  clear :  masterpieces  must  not  be  expected  in  regional 
literature.  No  Thomas  Hardy  appeared  in  Germany.  The  most 
tangible  result  is  the  new  picturesqueness  won  for  given  locahties, 
the  bringing  into  relief  of  racial  characteristics,  and  the  stressing 
of  the  lesson  -  to  be  exploited  by  the  Nazis  -  that  the  soil  is  a 
shaping  as  well  as  a  nourishing  force.  The  trumpet-blowers  of  the 
movement  worked  out  this  doctrine  in  journalistic  polemics  and 
in  their  journal  Die  Heimat  (i  900-  ).  As  creative  writers  they  them¬ 
selves  are  mediocre,  adolf  bartels  (1862-1945),  a  peasant’s  son 
born,  Hke  Hebbel,  in  Wesselburen,  wrote  a  historical  novel.  Die 
Dithmarscher  (1898),  in  glorification  of  his  native  heath;  but  he 
is  best  known  for  the  absurd  anti-Semitic  virus  of  his  various 
histories  of  German  Hterature.  fritz  lienhard  (1865-1929)  ex¬ 
pounded  his  ideas  in  Neue  Ideale  (1901),  wrote  the  regional  and 
historical  novel  Oberlin  (1910),  Ueder  eines  EJsdssers  (1895),  and 
Desedramen  (some  Arthurian),  which  have  thematic  interest,  hein- 
rich  sohnrey  (1859-1943),  an  elementary  teacher  to  begin  with, 
has  the  lovable  nature  of  the  genuinely  popular  writers.  He  is  one 
of  those  authors,  formerly  suppressed  by  superciHous  critics,  who 
have  moved  up  since  1933.  He  himself  put  all  his  pride  in  being  a 
Volksschriftsteller  -  a  writer  not  indeed  for  the  masses  but  for  the 
simple  in  heart,  whether  rich  or  poor.  Not  that  he  is  naive:  he 
writes  naively  because  the  readers  he  desires  are  good  in  the  par¬ 
son’s  sense,  and  therefore  naive.  He  plainly  regards  it  as  the  stern 
duty  of  a  Volksschriftsteller  to  sacrifice  his  artistic  ideal  to  his  social 
ideal.  The  didactic  note  is  as  insistent  as  in  Jeremias  Gotthelf  s 
writings,  but  without  the  Swiss  parson’s  black  vigour  of  outline, 
it  really  amounts  to  a  gospel  of  salvation  by  unquestioning  labour, 
of  slavery  to  the  soil  that  feeds  us,  and  to  the  masters  set  over  us 
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by  a  wise  providence.  The  reward  of  goodness  is  a  contented  mind, 
and  sin  is  punished.  What  is  attractive  in  Sohnrey’s  tales  is  the  de¬ 
lineation  of  Hanoverian  peasant  life  and  of  folk  customs  (‘Brauch- 
tum’).  He  was  bom  near  Gottingen,  in  the  district  which  is  the 
scene  of  his  best-known  sketches.  Die  Leute  aus  der  Lindenhutte 
(2  vols. :  Friedesinchens  Lebenslauf  and  Hutte  und  Scbloss,  1886-7); 
Socialist  agitator  and  the  introduction  of  machinery  are  shown  as 
destructive  elements  of  squire-ridden  country  life.  His  peasant 
novels  are  Philipp  Dubenkropps  Heimkehr  (1888)  and  Der  Bruderbof 
(1897). 

Of  the  regional  writers  with  a  reputation  when  the  war-cry  Los 
von  Berlin!  was  raised  peter  rosegger  (1843-1918)  was  facile  prin- 
ceps.  Born  in  a  lonely  hamlet  in  Upper  Styria,  he  had  tended  his 
father’s  sheep  in  the  upland  fields  between  the  forests,  had  gathered 
his  education  piecemeal,  and  -  too  frail  for  farm  work  -  had  been 
for  four  years  a  journeyman  tailor,  roving  from  farm  to  farm  and 
squatting  on  farm  tables  to  do  his  stitching  and  with  eager  ears 
taking  in  a  vast  store  of  rural  lore  and  stories.  As  if  by  instinct  he 
began  to  write  dialect  verse  and  to  fashion  his  simple  tales,  which 
soon  (1864)  began  to  appear  in  the  pages  of  the  local  newspaper, 
Die  Grader  Tagespost.  From  now  on,  he  says :  Das  Fabeln  ging  alle- 
weil  besser  als  das  Nadeln.  His  first  book  was  a  collection  of  his 
dialect  verse,  Zither  und  Haekbrett  (1869),  but  as  a  poet  he  has  not 
more  than  calendar  merit.  He  is  at  his  best  in  his  short  stories 
{Allerhand  Leute,  1888)  and  in  his  autobiographical  meanderings 
(i Waldheimat ,  1897;  Als  ich jung noch  war,  1 895 ;  Mein  Weltleben,  1898). 
His  novels  have  the  inevitable  didacticism  of  the  rural  popular 
writer.  Die  Schriften  des  Waldschulmeisters  (1875),  in  diary  form,  has 
something  of  the  Simplbjssimus  development:  a  soldier  returning, 
morally  damaged,  from  the  Napoleonic  wars  finds  recovery  and 
comfort  in  unselfish  service  in  a  forest  valley.  Der  Gottsucher  (1883) 
takes  us  to  a  medieval  village  which  is  under  a  ban  of  excom¬ 
munication  because  a  priest  has  been  murdered:  religion  having 
perished  the  community  perishes,  and  the  villagers  are  shown 
groping  their  way  to  religious  security.  Jakob  der  Let^te  (1888)  ven¬ 
tilates  a  grievance  of  the  Styrian  farmers:  the  hero  fights  against 
the  tyranny  of  the  hunting  landlords.  In  Peter  Mayr,  der  Wirt  an 
der  Mahr  (1893)  Rosegger  blends  village  tale  and  historical  novel 
—  the  subject  is  the  revolt  of  the  Tyrolese  peasants  against  the 
French.  Erdsegen  (1900),  Martin  der  Mann  (1891),  and  Weltgift  (1903) 
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are  Tendensyomane.  In  three  books  Rosegger  is  a  forerunner  of  the 
expressionist  Gottsucber:  the  intrusion  of  the  ‘modern  spirit’  into 
the  idyll  of  the  rural  world  is  discussed  in  Das  ewige  Eicht  (1897), 
while  Mein  Himmelreich  (1901)  and  INRI  (1905)  define  Rosegger’s 
personal  attitude  to  the  dogmas  of  Christianity.  INRI  (the  initials 
represent  In  Not  Raft  Ihri)  is  really  a  Life  of  Christ  presented  as  an 
insertion  (Frenssen  repeats  the  device  in  Hilligenlei):  the  manu¬ 
script  has  been  written  by  a  condemned  criminal  on  the  eve  of  his 
execution.  In  Mein  Himmelreich  Rosegger  had  stated  that  any  faith 
is  good  so  long  as  it  comforts  a  potential  doubter;  but  his  inter¬ 
pretation  of  Christianity  follows  the  lead  of  the  new  criticism  - 
e  g  ‘Virgin’  to  him  means  a  girl  without  lust  but  not  necessarily 
intact.  The  view  that  any  religion  will  serve  we  find  again  in 
INRI:  Jesus  is  for  any  man  just  what  this  man  needs;  a  Jesus  we 


can  love  is  the  right  Jesus. 

Graz,  the  capital  of  Styria,  looms  large  in  regional  literature. 
Here  was  born  rudolf  hans  bartsch  (1873-1952),  who  glori¬ 
fies  his  native  town  in  his  novel  Zwolf  aus  der  Stekrmark  (1908). 
Regional  too  is  Die  Haindlkinder  (1908).  ’Elisabeth  Kott  (1909)  is  the 
story  of  an  Austrian  actress.  The  short  stories  of  Bittersusse  Ltebes- 
geschichten  (1910)  and  Vom  sterbenden  Rokoko  (1909)  are  popular, 
but  tend  to  be  frivolous.  [The  excellent  Grader  Novellen  (1898)  of 
WILHELM  FISCHER  in  graz  (1846-193*;  regional  location  mark 
is  to  distinguish  him  from  all  the  other  writing  Fischers)  are 
archaic  rather  than  regional,  though  they  have  regional  characters 
such  as  the  Styrian  Minnesinger  Ulrich  von  Lichtenstein.]  The 
regional  writer  of  Vienna  is  emil  ertl  (1860-1935),  who  wrote  a 
cultural  cycle:  Em  Volk  an  der  Arbeit  (1906-26). 

Passing  from  Austria  to  Bavaria  we  find  Heimatkunst  of  Anzen- 
gruber’s  type  in  full  bloom  in  the  works  of  ludwig  ganghofer 
(185  5-1920).  His  intimate  knowledge  of  forest  life  and  hunting  is 
due  to  the  circumstance  that  his  father  was  an  official  m  the  State 
Forestry  Department.  He  wrote  several  Volksschausptele  (the  most 
popular  is  Der  Herrgottschnit^er  von  Ammergau,  1880;  also  popular 
as  a  short  story)  and  a  long  series  of  tales  of  the  Bavarian  High¬ 
lands  (Jager  vom  Fall,  1883;  Der  Klosterjdger  1892,-Rzr  Schmign 
im  Wam,  1899;  Der  hohe  Schein,  1904).  Ludwig  Thoma  s  (1867- 
1921)  Bavarian  peasant  tales  (Der  Wittiber, .191 1)  we  must  allot  to 
naturalism  because  to  him  a  peasant  is  a  lousy  peasant  (see  p .  6  5). 

Switzerland  and  the  Black  Forest  are  the  natural  home  of  the 
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peasant  tale.  Alfred  huggenberger  (1876-  )  follows  in  the  wake 
of  Keller;  e.g.  in  Die  Frauen  von  Siebenacker  (1925),  in  which  a 
strong  woman  rescues  a  farm  which  her  weak  husband  would 
otherwise  have  lost.  Die  Bauem  von  Steig  (1912)  is  the  novel  of  a 
whole  Swiss  village;  short  peasant  tales  are  Dorfgenossen  (1914), 
Die  heimliche  Macht  (1919),  and  Der  Kampf  mit  dem  Deben  (1926). 
Huggenberger,  who,  though  famous  as  an  author,  still  worked 
his  farm,  related  the  story  of  his  youth  in  Der  Brunnen  der  Heimat 
(1927).  jakob  christoph  heer  (1859-1925)  is  best  known  for  his 
novels  Der  Konig  der  Bernina  (1900),  the  scene  of  which  is  the 
Engadine,  and  Joggeli  (1923),  one  of  the  novels  of  youth  psycho¬ 
logy  which  are  a  feature  of  the  period.  An  heiligen  Wassern  (1898) 
has  the  mountains  of  Valais  for  scene,  ernst  zahn  (1867-1952), 
who  kept  the  railway  restaurant  at  Goschenen  on  the  St.  Gotthard 
railway,  builds  more  on  mountain  scandal  than  on  regional  ideal¬ 
ism  ( Albin  Indergand,  1901;  Die  CJari-Marie,  1904;  Dukas  Hoch- 
strassers  Haus,  1907).  Gewalt  uber  ihnen  (1929)  is  a  somewhat  limp 
study  of  senile  eroticism  in  an  Alpine  setting,  heinrich  federer 
(1866-1927),  a  Brienz  man,  reaches  a  higher  literary  level  than 
Ernst  Zahn.  He  was  a  Catholic  priest  till  ill  health  forced  him  to 
resign,  and  this  explains  the  religious  mood  of  his  stories  (Lach- 
weiler  Geschichten,  1911;  Berge  und  Menschen,  1911;  Pilatus,  1912). 
The  Black  Forest  is  represented  by  the  sturdy  figure  of  heinrich 
hansjakob  (1837-1916),  the  Stadtpfarrer  of  Freiburg.  The  son 
of  an  innkeeper  and  baker  at  Haslach  in  the  Kinzigtal,  he  was  a 
classical  master  in  schools,  but  made  himself  impossible  in  this 
capacity  by  his  fighting  propensities  as  a  politician;  relegated  to  a 
parish  on  the  shore  of  the  Lake  of  Constance,  he  emerged  as  one 
of  the  fieriest  Ultramontane  fighters  in  the  Baden  Landtag,  and  as 
such  fought  Bismarck  tooth  and  nail  in  the  Kulturkampf.  In  1878, 
politically  disillusioned,  he  turned  to  literature,  and  wrote  his 
charming  Aus  meiner  Jugend^eit  (1880),  which  he  followed  up  with 
Aus  meiner  Studiem^eit  (1885).  His  racy  peasant  tales  are  garnered 
in  Wilde  Kirschen  (1888);  Schneeballen  (1892);  Bauernblut  (1896); 
Enpauem  (1899). 

The  new  aspects  of  the  regional  tale  shape  themselves  in  the 
north.  In  Schleswig-Holstein  there  was  a  model  in  Theodor  Storm ; 
his  tales  are  not  of  the  peasant  type,  but  he  does  describe  his  home¬ 
land.  Particularly  he  gives  us  -  as  Hermann  Allmers  does  in  his 
Marschenbuch  (185  8),  the  first  fine  description  of  this  region  -  the 
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poetry  of  dikes  and  dunes,  of  Marsch  and  Geest',  and  this  is  more  or 
less  the  hall-mark  of  regional  literature  in  ‘ Schleswig-Holstein  meer- 
umschlungen ’.  The  poetry  of  the  dikes  we  get  farther  inland,  too, 
-where  the  great  rivers  run  low;  e.g.  in  Max  Halbe’s  Vistula  plays 
and  in  Joseph  lauff’s  (1855-1933)  novel  Frau  Aleit,  in  which  the 
dike-law  is  expounded  and  the  mysteries  unfolded  of  the  Deichrolle 
which  lies  on  the  table  when  the  Deichgeschworenen  are  convened  in 
committee  by  the  Deichgrap  or  'Deichhauptmaun.  The  grim  and  silent 
mould  ofman  is  the  typical  hero  of  timm  kroger’s  (i  844-19 1 8)  short 
stories:  Bine  stille  Welt  (1891);  Hein  Wieck  und  andere  Gescbichten 
(1900);  Um  den  Wegepll  (1905);  Aus  alter  Truhe  (1908). 

World-famous  as  the  novelist  of  Schleswig-Holstein  is  gustav 
frenssen  (1863-1945).  More  specifically  his  region  is  Dithmar- 
s ch.cn .  Born  at  Barit,  on  the  North  Sea  coast,  as  a  carpenter  s  son, 
he  was  for  ten  years  a  parson  in  his  native  province.  His  first 
novels.  Die  Sandgrafin  (1896)  -  which  already  unrolls  its  pageant  of 
dikes  and  dunes  -  and  Die  drei  Getreuen  (1898)  fell  flat;  his  third 
novel,  Jorn  Uhl  (1901),  provided  the  regionalists  with  the  pattern 
that  justified  their  theories  and  its  author  with  a  princely  income 
-  for  it  sold  in  hundreds  of  thousands.  We  follow  the  fate  of  Jorn 
Uhl  from  early  boyhood  at  die  Uhl,  the  extensive  farm  in  the 
alluvial  Marsch  which  has  been  in  the  possession  of  his  family  for 
generations.  Both  his  father  and  his  three  elder  brothers  are  lazy 
drunkards;  and  Jorn,  whose  bent  is  to  study,  has  to  work  like  a 
slave  in  a  vain  effort  to  save  the  farm  from  being  seized  by  creditors 
with  keen  eyes  on  a  rich  prize.  His  mother,  who  had  died  young 
giving  birth  to  his  sister  Elsbe,  had  come  from  a  farm  on  the 
sandy  Geest,  where  the  land  rises  above  the  fat  loam  of  the.  Marsch, 
and  Marschbauern  and  Geestbauern  are  contrasted  as  racially  different . 
the  gipsy-like,  red-haired  stock  who  till  the  heathery  Geest  are  of 
Wendish  origin,  while  the  farmers  of  the  Marsch  are  pure  Nordics, 
with  rye-coloured  hair  and  broad  faces.  Frenssen  provides  a  racial 
surprise  by  elevating  one  of  the  farm-hands  who  had  come  from 
a  Geest  family  to  possession  of  the  Uhls’  ancestral  farm;  but  his 
theme  is  that  the  superior  stock  is  prone  to  sloth  begotten  by 
inherited  wealth,  while  the  Geest  people  are  hard  and  canny.  Jorn  s 
desperate  struggle  to  save  the  farm,  the  corruption  of  his  family, 
and  his  own  final  salvation  by  his  engineering  bent  -  freed  from 
the  nightmare  of  the  farm  he  goes  to  the  Technical  College  at 
Hanover,  and  ends  by  helping  to  build  the  Kiel  Canal  follow 
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pretty  closely  the  model  of  Sudermann’s  Frau  Sorge;  and  David 
Copperfield  obviously  provides  the  story  of  Jorn’s  sister,  who 
goes  astray  like  little  Emily,  and  is  sought  for  in  strange  places  by 
her  weird  uncle  from  the  Geest.  The  construction  is  very  poor: 
the  characters  have  the  habit  of  telling  stories  which  are  mostly 
irrelevant  to  the  main  theme  and  nullify  characterization  by  being 
in  the  author’s  language,  not  in  that  of  the  character;  what  results 
is  a  farrago  of  folklore  embedded  in  a  story  which  might  be  en¬ 
thralling  but  for  this  anecdotal  discursiveness.  There  are  pages  and 
pages  of  parson’s  preaching  -  already  sporadically  anti-Christian. 
What  delighted  readers  in  the  first  onslaught  of  the  regional  craze 
was  the  boisterous  face-to-face  style  of  the  narration,  and  this  cer¬ 
tainly  is  often  excellent,  particularly  where  it  reveals  the  mentality 
of  children;  but  this  style  is  taken  over  from  Bjomson’s  peasant 
tales.  (This  style  of  Jom  Uhl  is  later  seized  and  distorted  by  H.  F. 
Blunck,  who  obviously  claims  it  as  the  native  saga  style  of  Schles¬ 
wig-Holstein.)  There  is  of  course  a  healthful  tone  in  the  book,  and 
the  showing  up  of  race-proud  wastrels  is  in  the  best  sense  moral; 
as  is  too,  in  the  author’s  intention,  the  repeated  stressing  of  the 
sexual  needs  of  robust  women.  If  Frenssen  is  at  all  original  it  is 
here,  in  his  bold  denial  that  nature  is  the  devil.  In  his  next  novel, 
Hilligenlei  (1906),  Frenssen  unfrocks  himself  for  the  sake  of  nature 
and  natural  religion.  He  unfolds  with  epic  ease  of  movement  a 
picture  of  life  in  a  hallig,  but  the  action  leads  up  to  a  Life  of  Christ, 
modernized  in  accordance  with  the  higher  criticism  of  the  gospel 
story  and  written  by  the  hero  Kai  Jans,  a  freethinking  Protestant 
parson  whose  life  of  religious  speculation  and  self-sacrifice  has 
close  affinities  to  that  of  the  Saviour.  The  Low  German  name 
Hilligenlei  is  rendered  as  ‘Holy  Land’,  and  the  story  wistfully  belies 
the  local  legend  that  some  day  this  grey  township  by  the  sea  -  a 
kind  of  Bethlehem  whose  Jerusalem  is  Hamburg  -  should  bring 
forth  a  saviour  of  mankind.  At  thirty  Kai  goes  into  the  wilderness 
-  of  Berlin  -  to  ruminate;  and  here,  in  the  sight  of  suffering  in 
tenement  houses  swarming  with  criminals  and  paupers,  his  faith 
is  formed.  From  the  point  of  view  of  Church  doctrine  there  is 
marked  anti-Christian  feeling  in  the  novel  (in  particular  the  Virgin 
birth  is  ridiculed),  but  the  simple  ethical  teaching  of  Jesus  is 
accepted  as  spiritualized  Socialism,  which  accepts  extra-marital 
cohabitation  as  human  and  therefore  ‘holy’;  thus  the  inevitable 
robustious  woman  of  the  story  does  not  reveal  to  the  man  she 
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marries  that  she  has  for  a  period  taken  the  place  of  an  invalid  wife. 
The  construction  is  again  poor:  the  main  theme  (the  regeneration 
of  society  by  a  modernized  and  secular  Christianity)  fits  awkwardly 
into  a  multiplicity  of  loosely  connected  incidents  extraneous  to 
the  plot  of  the  story.  As  literature  this  best-seller  can  only  be 
placed  low:  it  is  ruined  by  its  rank  preaching.  The  demand  for 
sexual  experience  as  healthful  belongs  of  course  to  the  hygienic 
doctrine  of  the  period ;  but  the  way  in  which  it  is  here  defended 
tempts  one  to  call  Hilligenlei  a  dirty  book.  There  is  again  a  lack  of 
originality:  apart  from  the  coincidence  of  an  inserted  Life  of  Christ 
here  and  in  Rosegger’s  INKI ,  which  is  dated  1905  -  this  may  of 
course  be  accidental  in  either  case  -  the  superimposing  of  the 
religious  element  on  the  delineation  of  the  Hilligenlei  people  as  pre¬ 
tentious  provincial  fools,  ludicrously  credulous  and  easily  swin¬ 
dled,  seems  grafted  from  Gottfried  Keller’s  Seldwyla  tales.  Peter 
Moors  Fahrt  nach  Sudwest  (1907)  has  interest  as  a  description  of  the 
campaign  against  the  Herreros.  The  technique  is  again  specifically 
that  of  Dickens :  secondary  characters  are  actually  given  more 
prominence  than  the  tortured  mystic  who  is  the  hero  of  the  tale, 
and  Dickens’s  device  of  characterization  by  the  reiteration  of  idio¬ 
syncrasies  is  naively  practised.  The  hero  of  Klaus  Hinrich  Baas 
(1909)  is  a  modem  Dick  Whittington.  His  surname  "Baas’  (our 
English  "boss’)  has  come  to  him,  with  his  hereditary  qualities  (for 
this  is  a  novel  of  eugenics),  as  a  mark  of  his  domineering  nature. 
It  is  from  a  village  in  Dithmarschen,  where  his  father  is  a  farm- 
labourer,  that  he  sets  out  to  make  his  fortune;  and  the  first  scenes 
paint  the  life  of  peasants  and  the  glamour  of  Hamburg,  that  flaming 
octopus  on  the  horizon.  Then  Hamburg  itself,  with  Klaus  Baas 
climbing  the  commercial  ladder ;  the  Dutch  Indies,  a  vivid  episode ; 
routine  in  a  sleepy  market  town  of  Dithmarschen  again,  at  the 
side  of  a  wife  constitutionally  unfit  to  be  a  wife;  separation  from 
her,  Hamburg  again,  and  a  masterful  struggle  for  victories  in 
trade.  Klaus  Baas  is  an  idealized  democrat;  in  patrician  society  he 
is  like  a  fish  out  of  water;  he  is  a  merchant  pure  and  simple.  It  is 
only  when  his  health  begins  to  fail  that  he  returns  to  the  books 
he  dreamt  of  in  his  boyhood;  but  for  twenty  years  he  has  been 
a  monster  of  concentration.  He  could  not  have  been  that  if  he  had 
not  been  "full-blooded’  -  only  the  blue-blooded  patricians  waste 
their  time  over  art,  at  Florence,  and  such  things;  but  his  full  blood 
had  other  needs  than  those  of  a  merchant’s  conquests;  and  these 
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needs,  as  well  as  those  of  the  other  full-blooded  beings  with  whom 
he  comes  into  contact,  are  fully  and  frankly  described  by  an  author 
to  whom  sexual  enlightenment  is  a  doctrine  vital  to  the  future  of 
his  race.  OttoBabendiek  (1926)  is  in  outline  autobiographical.  With 
Jorn  Uhl  Frenssen  shot  like  a  meteor  into  the  sky  of  fame;  and  like 
a  meteor  he  fell.  Not  so  much  the  humanization  of  Christ  in  Hilli- 
genlei  -  though  this  shocked  many  -  as  the  doctrine  that  healthy 
girls  are  entitled  to  sexual  experience,  in  or  out  of  marriage,  dimin¬ 
ished  his  glory,  though  not  yet  his  phenomenal  sales.  He  was  fair 
game  to  the  critics:  they  relentlessly  detailed  how  much  he  took 
from  Raabe,  or  Dickens,  or  Sudermann,  or  others.  The  tendency 
was  to  give  guarded  praise  to  Jorn  Uhl  as  the  best  of  the  regional 
novels,  while  rejecting  the  rest  of  his  work  as  mannered  and  ten¬ 
dentious.  His  impressionistic  rendering  of  landscape,  however,  is 
admittedly  fine.  His  colonial  novel  Peter  Moors  Fahrt  nach  Siidwest 
was  appreciated  as  at  least  a  stirring  account  of  German  heroism 
in  strange  places;  and  it  is  indeed  a  good  forerunner  to  Hans 
Grimm’s  South  African  fiction.  With  the  advent  of  the  Nazis  to 
power  this  critical  evaluation  rushed  to  the  other  extreme:  Frens¬ 
sen,  the  Germans  were  told,  is  one  of  the  prophets  of  the  racial 
doctrine,  and  one  who  cast  away  the  Jewish  leaven  of  religion  and 
sought  for  the  free  Christianity  he  interpreted  in  his  Dorfpredigten 
(1899),  in  Hilligenlei ,  and  in  the  tractate  Der  Glaube  der  Nordmark 
(1936).  A  final  verdict  must  be  left  to  time. 

The  Battle  of  Jutland,  in  German  credence  the  first  great  naval 
victory  of  the  Reich,  is  bound  to  be  legendary.  Here  fell  gorch 
fock  (1880-1916),  the  accredited  writer  of  tales  of  North  Sea 
fishermen  and  sailors  (Seefakri  ist  Not,  1912;  Hein  Godenwind,  1912; 
Fahrensleute,  1915).  Not  a  native  of  Hamburg,  but  one  who  wrote 
the  famous  novel  of  Hamburg  life  Die  Flans  eaten,  is  rudolf  herzog 
(1869-1943).  (The  first  two  novels  of  business  life  in  Hamburg, 
Ernst  Willkomm’s  Feeder  und  Matrose  and  Banco,  both  1837,  fol¬ 
lowed  close  on  Freytag’s  pioneer  Breslau  tale,  Soil  und  Haben, 
1855).  As  a  regionalist  this  writer’s  habitat  is  rather  his  native 
Rhineland  (he  was  bom  at  Barmen),  and  this  district  is  the  back¬ 
ground  of  his  Die  vom  Niederrhein  (1903),  Die  Wiskottens  (1905 ; 
the  Ruhr  industries),  and  Die  Stoltenkamps  und  ihre  Frauen  (1918 : 
the  epic  of  the  Krupp  dynasty). 

The  writer  who  aimed  at  representing  Hamburg  and  all  its  out¬ 
lying  lands  with  its  history  back  to  mythical  man  is  hans  Friedrich 
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blunck  (1888-  ).  He  had  a  meteoric  rise,  but  is  now  a  faded  star. 
As  a  novelist  Blunck  began  by  garnering  the  impressions  of  his 
travels  in  South  America:  Die  Weibsmuhle  (1927)  and  Land  der 
Vulkane  (1929)  describe  the  life  of  German  colonists  and  their 
descendants  in  Brazil  and  Central  America  respectively.  He  aimed 
at  cloudy  heights  of  literature  with  two  novel  trilogies,  Werdendes 
Volk  (1933)  and  Die  Urvdtersaga  (1934) ;  the  first  pictures  the  evolu¬ 
tion  of  the  German  people  by  showing  the  inception  and  the  suc¬ 
cessive  phases  of  their  religious  and  cultural  convictions ,  the 
second  shows  three  successive  phases  of  the  search  for  the  national 
God.  S telling  Kotkinnsohn  (1923),  the  first  volume  of  Werdendes 
Volk,  has  its  scene  in  the  marshes  round  Hamburg  and  on  the 
North  Sea  with  the  encircling  lands.  The  second  member  of  this 
trilogy,  Hein  Hojer  (1919),  is  wearisome:  it  shows  Hamburg  at  the 
height  of  its  power  as  a  Hanse  city,  and  there  is  a  stirring  descrip¬ 
tion  of  the  Battle  in  the  Hamme  (the  theme  of  one  of  Liliencron’s 
ballads),  in  which  the  peasants  of  Dithmarschen  slaughtered  the 
knights  of  the  Dukes  of  Holstein.  The  girl  who,  in  male  attire, 
follows  the  hero,  is  less  convincing  than  her  prototype  in  Kleist’s 
Kathcken  von  Heilbronn  or  Conrad  Ferdinand  Meyer’s  Gustav  Adolfs 
Page.  Berend  Lock  (1921),  the  third  of  the  series,  is  a  blend  of  three 
legends :  The  Flying  Dutchman,  The  Wandering  Jew,  and  Doctor  Faust. 
The  hero,  Berend  Ohnerast,  rebels  against  God,  but,  since  he  is 
a  God-seeker,  he  yearns  to  find  and  question  Him.  The  cultural 
enclaves  in  this  mass  of  matter  have  interest  for  students:  the 
revolt  of  the  Sprachgesellschaften  against  Alamode,  the  beginnings  of 
the  opera  in  Hamburg,  etc.  Hebbel’s  drama  Moloch  was  intended 
to  show  the  birth  of  religion  and  culture  in  the  mythical  period; 
Blunck  attempts  the  same  desperate  task  in  the  trilogy  Die  Urvdter¬ 
saga.  In  this  type  of  novel  he  had  been  directly  preceded  by  the 
Danish  novelist  Johannes  V.  Jensen.  But  while  Jensen’s  myths 
have  the  simplicity  of  tales  told  to  children  those  of  Blunck  are 
tangled  and  self-contradictory,  and  too  burdened  with  that  solar 
myth  nonsense  which  is  the  shaking  foundation  of  Nazi  philo¬ 
sophy.  Gewalt  iiber  dasFeuer  (1928),  the  novel  of  the  Glacial  Period, 
relates  the  myth  of  a  German  Prometheus,  Borr,  who  captures  fire 
to  guard  by  night  the  mouth  of  the  caves  where  his  people  dwell, 
after  which  come  the  first  blessings  of  civilization,  damp  clay 
hardened  by  the  hearth,  the  first  bow  and  arrow,  the  taming  of 
the  wolf  to  be  a  dog.  In  Kampf  der  Gestime  (1926),  the  novel  of 
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the  Stone  Age,  the  hero  gives  his  people  sun-worship  in  place  of 
their  old  moon-worship;  the  events  symbolize  the  age-old  urge 
to  the  South  and  the  sun  of  the  Germanic  race.  In  the  tale  the 
worshipper  follows  the  red  sun-shield1  till  he  sees  it  rest  on  icy 
mountains;  he  cannot  capture  it;  and  so  the  change  between  day 
and  nieht  life  and  death,  must  endure.  Streit  mit  den  G'ottern  (1925), 
Ae  novel  of  the  Bronze  Age,  defaces  the  clean-cut  legend  of 
Wayland  the  Smith  by  contaminating  it  with  motifs  from  other 

Hermann  lons  (1866-1914)  is  honoured  as  one  of  the  heroes  of 
the  War  -  he  fell  before  Reims  in  September  1914.  He  had  pro¬ 
claimed  that  Nazi  doctrine  which  we  see  foreshadowed  in  Blunck’s 
weltering  trilogies:  ‘We  Germans’,  he  writes,  ‘make  out  that  we 
are  Christians,  but  we  are  nothing  of  the  sort,  and  never  can  be. 
For  Christianity  and  race-consciousness  are  as  incompatible  as 
Socialism  and  culture  are.’  Since  the  War  Hermann  Lons  has  been 
idolized  in  Germany  much  as  Rupert  Brooke  has  been  in  England, 
and  the  culmination  of  the  cult  was  his  re-burial,  twenty  years 
after  his  death,  on  the  Liineburg  Heath,  the  region  he  so  lovingly 
described.  As  a  lyric  poet  (Der  kleine  Rosengarten,  1911)  he  wrote 
songs  which  have  the  freshness  and  sometimes  the  vogue  of  Volks- 
lieder,  but  he  is  best  known  for  his  descriptions  of  the  heathlands 
he  loved  ( Mein  griines  Buch,  1901 ;  Mein  braunes  Buch ,  1907),  for  his 
descriptions  of  animal  life  (fS/Lummelmann,  1909),  and  for  his  peasant 
novels-  Der  letsfe  Hansbur  (1909);  Da  hinten  in  der  Hade  (1910); 
Die  Hauser  von  Ohlendorf  (1917)-  His  most  famous  novel  is  Der 
Wehrwolf  (1910),  which  combines  regionalism  and  history  in  the 
way  of  Lulu  von  Strauss  und  Torney,  another  Westphalian  region- 
alist.  Actually  Der  Wehrwolf  is  more  regional  than  historical;  for, 
though  it  gives  a  vivid  picture  of  the  whole  course  of  the  Thirty 
Years  War,  it  limits  the  scene  of  action  to  the  Liineburg  Heath 
with  Celle,’  the  old  capital  of  the  Dukes  of  Brunswick;  and  the 
intention  is  obviously  to  show  the  sterling  qualities  of  the  heath- 
dwellers  (‘Haidjed)  through  the  ages :  we  see  these  blond  Nordics, 
‘tough  as  eel-leather’,  displacing  the  scattered  aborigines,  helping 
their  neighbours  of  the  Teutoburger  Wald  to  defeat  Arminius, 
helping  Weking  (=Widukind)  to  make  mincemeat  of  the  Franks, 
and  finally  turning  Christian,  though  the  horse’s  head  sacred  to 
Wodan  still  stands  out  on  the  gables  of  their  farm-houses.  The 

1  Represented  by  the  swastika;  see  p.  366. 
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title  is  a  homonym  which  serves  to  enforce  the  idea  of  these 
German  tribesmen:  the  law  is  with  those  who  defend  hearth  and 
home  from  those  who  nominally  are  in  the  service  of  the  law; 
when  their  farms  are  plundered,  when  their  womenfolk  are  viol¬ 
ated  by  successive  waves  of  marauders  from  both  sides  and  a 
armies,  all  equally  ferocious,  they  entrench  themselves  m  the  peat¬ 
moss  and  destroy  the  straggling  bands  as  they  come  for  spoil. 
Thev  are,  it  is  true,  men  turned  to  wolves;  but  they  are  wolves 
defending  the  law,  not  outside  it;  indeed  they  pronounce  and 
execute  judgment  in  the  old  tribal  way  in  open  court  on  the  heath 
(‘Ding  auf  offner  Hade’).  The  interest  never  flags  -  it  is  essentially 
a  boy’s  book  like  Hereward  the  Wake ;  if  there  must  be  criticism  it 
might  be  that  it  consists  of  endless  repetition  of  the  opening  scene 
of  Simplmssimus,  and  that,  justified  as  the  endless  killing  is,  t  ere 
is  a  feeling  that  it  is,  if  not  a  natural  taste,  at  least  an  acquired  one. 

The  best-known  regional  novelist  of  the  Rhineland  is  josef 
ponten  (1883-1940),  who  hails  from  the  Eupen  district.  In  his 
novel  Siebenquellen  (1908)  he  describes  that  part  of  die  district 
which  was  ceded  to  Belgium  after  the  War.  In  his  novels  and  tales 
(particularly  in  the  novel  Der  bahjlonische  burnt,  1918)  he  contras  s 
the  man  of  feeling  with  the  man  who  strives  for  financial  and 
social  success;  he  has  thus  a  cultural  message,  which  comes  out 
best  in  his  monumental  work  Volk  auf  dem  Wege.  The  first  volume, 
Die  Vdter  ^ogen  aus  (1934)  begins  with  the  destruction  of  Speyer 
by  the  French  in  1689;  those  rendered  homeless  go  to  Russia  and 
settle  on  the  Volga.  The  second  volume,  bn  Wolgaland  (1 9  3  3h  01)e  ot 
the  great  Auslandsromane  of  recent  years,  is  the  chronicle,  reaching 

to  the  time  before  the  beginning  of  the  War  of  their  colonist  work 

and  of  their  fighting  with  marauding  hordes  from  Asia  agains 
whom  they  serve  as  a  bulwark.  The  third  volume,  R hemisches 
Zwischenspiel  (1937),  describes  the  visit  to  Germany  of  a  teacher  m 
the  Volga  colony.  Ponten  is  one  of  the  best  writers  of  more  or 
expressionist  or  fanciful  short  stories:  Die  Bockmter  ( 1 9 1  Der 

Meister  (1919);  Der  Knabe  Vielnam  (i9«);  Der  Junglmgm  Masken 
(1922);  DerGletscher  (1923);  Die  Jety  Keise  (1923);  Der  Urwald 

^  Sfiesia  is  represented  in  Heimatkunst  principally  by  Hermann 
Stehr  though  in  his  work  it  is  a  secondary  element,  paul  keller 
(1873-1932);  who  lived  in  Breslau,  is  first  and  foremost  a  popular 
writer,  but  there  is  a  leaning  to  Silesian  Mdrchen  and  saga  in  his 
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work,  together  with  naturalistic  environment  (Waldwinter,  1902; 
Die  Heimat,  1904;  Der  Sohn  der  Hagar,  1904).  , 

The  emigration  of  the  original  Swabians  who  founded  the  Ger¬ 
man  colonies  in  Hungary  and  their  struggle  to  keep  their  German 
speech  and  culture  is  described  by  adam  muller-guttenbrunn 
(1852-1923)  in  his  novels  Die  Glocken  der  Heimat  (1910)  and  in  his 
trilogy  of  historical  novels  Der  grosse  Schwaben^ug,  Barmhersfger 
Kaiser,  Josef  der  Deutsche  (x9i3-i6).  He  launches  out  in  the  accepted 
German  fashion  against  the  oppression  of  these  long-suffering 
colonists  by  the  Hungarians  in  Got^endammerung  (1908).  In  San 
Vaterhaus  (1928)  he  describes  his  youth  in  Hungary.  His  Master 
Jakob  rnd  seine  Kinder  (3  vols.,  1919-“)  sPins  its  sto^  round  the 
tragic  figure  of  Lenau,  the  German-Hunganan  poet. 
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THE  NOVEL 
OF  EXPRESSIONISM 


Politically  the  First  Great  War  marks  the  end  of  a  period 
‘the  Age  of  Imperialism’,  which  began  with  the  accession  or 
Kaiser  Wilhelm  II  in  1888.  In  literature  the  War  is  a  dis- 
Curbing  force,  but  it  does  not  murk  a  break  iu  . If  “ 

accelerated  and  intensified  espressionism,  which  had  begun  betore 

iqi4  1  The  War  literature  itself  is  either  naturalistic  or  expression- 
istic  or  both  at  once.  Expressionism  is  only  the  naturalism 1  of 
writers  who  again  select  their  reality  as  the  poetic  reahstshad 
done  and  who  flood  their  reality  with  their  own  passion.  There 
is  the  same  reversal  of  fashion  in  literature  as  in  abstract  thought 
and  painting:  just  as  Ibsen  is  eclipsed  by  Strindberg  and  Wede 
kind!  Manet  and  Renoir  yield  pride  of  place  to  Van  Gogh  while 
the  ideas  of  intuition  as  certainty,  of  life  as  movement,  of  the  elan 
vital,  of  creative  development,  come  in  with  the  acceptation  ot 
Bergson,  and  are  reinforced  by  the  phenomenology  or  reine  Wesens- 

schau  of  Edmund  Husserl.1 2  ,  ■  c 

The  naturalists  had  aimed  at  photographic  reproduction  ot 
nature;  the  cry  of  the  expressionists  is:  Los  von  der  Natur.  The 
naturalists  had  been,  in  intention,  outside  what  they  described 
(though,  of  course,  their  sympathies  appeared  in  their  choice  o 
matter);  and  their  matter  might  be  in  its  presentation  as  dull  as 
life-  in  other  words,  the  matter  was  not  animated  (theoretically) 
by  mind  {Grist).  The  expressionists  demand  bothfeeling  and  mind: 
in  other  words  they  are  both  passionate  and  brilliant.  They  put 

1  The  term  Expressionismus  was  first  used  in  1911  by  Otto  zur  Linde  as  a 
1  UaI  fXr  the  Charon  group  of  poets  in  their  opposition  to  impressionism. 
Ausdruckskunst  (as  against  Eindruckskunst  for  ‘impressionism’)  is  a  synonym. 

2  See  p.  442. 
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their  own  passionate  heart  into  their  matter  and  flood  it  with 
light;  that  at  least  is  their  intention.  ‘Be  ecstatic!’  they  cry;  and 
the  result  is  Rauschkunstp  which  expresses  das  rasende  Leben,  life  in 
fevered  haste  to  exhaust  existence.  Since,  as  Bergson  teaches,  only 
time  that  has  lived  has  permanence,  and  since  there  is  no  life  with 
sluggishness  of  heart,2  the  expressionists  live  their  life  with  a  fiery 
heart  full  to  overflowing;  and  their  expression  of  this  life  is  ‘ein 
geballter  Schrei’,  a  clenched  cry  of  ecstasy,  a  spate  of  ideas  too  fierce 
and  young  for  dignity,  so  rushing  and  rapid  that  they  would  be 
profaned  by  beauty  of  form  -  there  can  be  no  calm  and  patient 
shaping  in  the  white  heat  of  ecstasy.  In  short,  the  idea  is  to  give 
the  palpable  essence  of  things,  their  qualities  sharply  intensified, 
not  their  appearance  in  reality. 

The  expressionists  cry  for  a  more  real  reality;  but  to  them  reality 
is  not  the  outer  world,  it  is  the  inner  world  of  thought  and  vision. 
Thought  is  real,  for  it  exists.  The  momentary  semblances  of  natur¬ 
alism  are  not  real;  what  is  real  is  not  the  image  of  time,  but  the 
very  essence  of  it.  The  outer  world  presents  itself  through  the  eyes 
of  the  mind;  but  what  the  expressionists  render  is  not  reality  as 
seen  by  eyes,  but  as  seen,  with  the  eyes  as  a  gateway,  by  the  mind. 
The  expressionist  creates  his  vision  just  as  the  composer  creates 
his  music:  neither  need  be  anything  like  anything  ever  heard  or 
seen  in  nature;  but  they  exist,  for  they  are  seen  and  heard.  Art 
reproduces  things  seen,  i.e.  art  is  vision  fixed  on  paper  or  in  marble 
or  in  colours.  But  what  is  vision?  The  eye  is  an  intermediary  be¬ 
tween  the  outer  world  and  the  mind:  the  eye passivelj  receives  the 
vision  of  reality,  but  conveys  this  vision  to  the  mind,  which  actively 
receives,  i.e.  transforms  this  reality  -  differently  according  to  indi¬ 
viduality.  There  is  an  apparent  distortion  (the  eye  of  the  body 
cannot  see  all  four  sides  of  a  cube  at  the  same  time,  the  eye  of  the 
mind  can),  but  the  image  attempted  -  all  representation  in  space 
of  inner  vision  can  only  be  approximate  -  is  that  of  an  instant¬ 
aneous  conception  inwardly  visualized.  In  literature  much  of  this 
expressionistic  distortion  might  be  traced  back  to  the  unanisme  of 
Jules  Romains,  who  (e.g.)  visualized  the  morning  debouchement 
at  a  city  railway  station  ‘as  poured  out  of  a  bent  full  bottle’s  neck’, 
or  said  of  a  man  and  wife  in  bed  (Parisian  gourmands  no  doubt) 
that  their  bellies  ‘swell  out  towards  each  other  like  two  clouds’. 
It  is  not  far  from  this  to  Harms  Johst’s  description  in  Der  Konig, 
1  See  pp.  94,  104,  307.  2  See  p.  301. 
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one  of  the  typical  expressionistic  plays,  of  streets  filled  like  bowels 
with  dysentery. 

The  ethics  of  expressionism  can  be  stated  in  a  few  catchwords. 
‘Nicht ich,  sondern  du\  or  ‘Wirbewusstseiri> ,  means  altruism  or  love  of 
others.  Freethinkers,  but  thrusting  forward  a  fanatical  pretence  of 
religion,  the  expressionists  are  ‘seekers  of  God’.  They  claim  to 
have  the  ecstatic  belief  in  God  of  Kiopstock,  the  ecstatic  faith  in 
humanity  of  Schiller  in  his  green  youth ;  in  their  cry  for  the  brother¬ 
hood  of  races  and  the  reconciliation  of  races  they  repeat  Schiller  s 
Millionen,  seid  umschlungen !  They  accuse  the  pre-War  Germans  of 
having  gone  to  sleep  on  Tragheit  des  Herzens;  this  state  they  replace 
by  bewegte  Eulle  des  Herzens.  That  man  is  an  intermediary  form  be¬ 
tween  two  kingdoms  (ein  Zwischenwesen  yweier  Keiche)  is  expressed 
by  the  idea  of  das  dritte  Ketch  explored  by  Johannes  Schlaf  in  the 
trilogy  of  novels  thus  called,  but  discussed,  too,  by  Ibsen  in 
Emperor  and  Galilean ,  and  logically  involved  in  Lessing’s  Die  Er- 
yiehung  des  Menschengeschlechts.  Wandlung,  or  moral  transformation, 
may  be  explained  as  psychic  discontinuity,  and  no  doubt  owed 
something  to  Freud:  there  is  in  all  of  us  a  series  of  T’s’  any  one 
of  which  may  come  to  the  surface  as  another  is  submerged.  The 
enthusiasm  for  freedom  takes  intense  symbolic  form  in  the  fre¬ 
quent  use  of  the  son-father  conflict.1  Post-War  youth  held  their 
fathers  responsible  for  the  War,  but  the  revolt  against  parental 
authority  had  long  been  brewing  -  it  went  with  the  swift  growth 
of  the  Jugendbewegung,  which  sent  the  youth  of  the  country  hiking 

in  gay  bands.  _  .  ,  , 

There  is  plenty  of  expressionistic  ethics  and  form  in  the  later 
work  of  the  impressionists :  psychic  discontinuity,  for  instance,  in 
Wassermann’s  cycle  Wendekreis.  God-seeking  takes  the  direction 
of  Wodan-finding  in  the  novels  of  racialists  such  as  Blunck  and 
Hans  Grimm.  But  the  expressionists  proper  are  those  who  begin 
as  such  and  practise,  in  varying  degrees,  that  discontinuity  of  form 

which  reflects  the  leaps  and  flashes  of  life. 

The  programme  of  the  expressionists  was  proclaimed  by  kasimir 
edschmid2  (1890-  )  in  t)ber  den  dichterischen  Expressionismus  (1919); 
he  demands,  not  ‘rockets’,  but  (in  harmony  with  Bergson’s  theory 


1  This  conflict  begins  earlier  and  with  a  more  reasoned  sociological  import 
in  Samuel  Butler’s  The  Way  of  All  Flesh',  here  the  father  represents  >  the  con¬ 
scious’  (acquired  qualities,  tradition),  and  the  son  the  unconscious  . 

2  =  Eduard  Schmidt  (born  Darmstadt). 
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of  emotion  as  permanent)  dauemde  Erregung;  i.e.  a  work  of  art  must 
be  one  whole  ferment  of  ecstasy;  and  this  fever  of  excitement  is  in 
his  tales;  his  aim,  expressed  in  a  passionate  image,  is:  ‘das  Leben 
furchtbar  packen  wie  eine  unendliche  Geliebte’ .  These  words  occur  in 
his  collection  of  short  tales  Das  rasende  Leben  (1916).  There  is  the 
same  ferment  of  ecstatic  feeling  and  style  in  another  collection  of 
tales,  Die  sechs  Mundungen  (1915)-  actually  the  pioneer  work  of  ex- 
pressionistic  prose  -,  and  in  the  novels  Die  achatenen  Kugeln  (1920), 
with  their  scabrous  eroticism,  and  Die  gespenstischen  Abenteuer  des 
Hofrats  Brustlein  (1926;  title  later  Pour  tales  Abenteuer ,  1947),  while 
Lord  Byron;  Roman  einer  Leidenschaft  (1929)  probes  into  the  poet’s 
passion  for  his  half-sister.  Edschmid  began  to  free  himself  from 
expressionism  in  Die  Engel  mit  dem  Spleen  anovel  inE.  T.  A. 

Hoffmann’s  manner.  The  reversal  is  complete  in  the  novel  Sport 
um  Gagaly  (1927),  a  glorification  of  the  sportsman’s  life,  and  in 
Edschmid’s  numerous  travel  books  from  DasgrosseReisebucb  (1926) 
and  Basken,  Stiere ,  Araber  (1926)  to  Bunte  Erde  (1948).  The  tales  of 
Hallo  Welt  (1930)  and  the  novels  Deutsches  Schicksal  (1932)  and 
Das  Sudreich  (1933)  have  this  multi-racial  texture,  while  Feme  Leute 
oder  die  Grossen  dieser  Erde  (1930)  with  its  pitiless  exposure  of  inter¬ 
national  high  finance  on  the  Lido,  interweaves  geographical  en¬ 
lightenment  with  its  portraiture  of  scamps  and  their  loosely  living 
women  of  the  haute  elite.  In  his  later  work  this  gesundeter  Expres¬ 
sionist  stands  out  as  an  inveterate  globe-trotter,  and  his  matured 
philosophy  of  existence  is  a  sane  and  practical  internationalism. 
He  is  at  his  best  in  his  books  of  Italy:  Italien  -  Lorbeer ,  Land  und 
Ruhm  (1935),  Garten ,  Manner  und  Geschichte  (1939)5  2nd  in  his  des¬ 
cription  of  tropical  lands:  Afrika  —  nackt  und  angesygen  (1930), 
Gian ^  und  Elend  Sudamerikas  (1931).  Some  of  the  best  of  his  work 
is  his  latest:  the  four  short  stories  of  Im  Diamantental  (1940);  his 
biography  of  Albert  Schweitzer  (1949);  his  novels  Das  gute  Recht 
(1946),  which  has  an  autobiographical  substratum,  Der  Zauberfaden 
(1949),  a  chronicle  of  the  Rhineland  silk  industry,  and  Wenn  es 
Rosen  sind,  werden  sie  bliihn  (1950),  the  hero  of  which  is  Georg 
Buchner,  whose  works  he  edited. 

klabund  (1891-1928),  a  native  of  Crossen  on  the  borders  of 
Silesia  and  the  March  of  Brandenburg,  devised  his  exotic-looking 
pen-name  -  his  real  name  was  Alfred  Henschke  -  by  a  shortening 
of  Kla(bautermann)  and  (IZagapund.  He  was  the  type  of  vagrom, 
never-satisfied  poet  sketched  in  Rilke’s  poem  DerFremde,  collecting 
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impressions  of  towns  and  women  to  weave  into  ever-changing 
moods  of  verse  or  prose.  He  died  young  —  of  consumption  —  at 
Davos ;  and  his  expectation  of  death  lends  pathetic  interest  to  such 
a  nostalgic  prose  reverie  as  Herbs tliche  Wanderung,  which  reveals, 
too,  the  passionate  love  for  him  of  a  young  actress  who  sought 
from  him  that  enrichment  by  suffering  which  d’Annunzio  had 
given  to  Eleonora  Duse.  Generally  speaking  Klabund  s  lyric  poetry 
is  derivative  and  often  forced,  but  he  is  a  skilled  translator  and 
adapter,  particularly  of  Oriental  poetry  (Dumpfe  Trommel  und  be- 
rauschtes  Gong,  1915 ;  Li-Tai-Pe,  1916;  Das  Sinngedicht  des  persiscben 
Zeltmachers,  1917,  etc.).  It  is  as  a  weaver  of  Oriental  visions  that  he 
is  likely  to  keep  his  place  in  literature.  His  Chinese  drama  Der 
Kreidekreis ,  produced  by  Reinhardt,  was  the  literary  success  of 
1925 ;  Elisabeth  Bergner  played  the  heroine  and  after  the  first  per¬ 
formance  Klabund  kissed  her  hand  on  the  stage.  The  very  pearl 
of  his  Oriental  dreaming  is,  however,  Der  Jet^te  Kaiser  (1923),  a 
short  story  which,  with  the  colouring  and  delicate  tracery  of 
Chinese  painting,  tells  how  the  last  Emperor  immolated  himself 
at  the  first  shock  of  revolution  on  the  altar  of  the  goddess  of 
chastity.  This  dainty  chinoiserie  is  recent  history  and  yet  mdrchenhaft 
with  its  willow-pattern  scenery,  its  camel-back  bridges,  its  kites 
and  eunuchs  and  mandarins.  And  -  the  dragon  snatching  the  fairy 
-  there  is  at  the  end  the  blatant  blast  of  Communism  in  the  raw 
raving  of  a  common  soldier  guarding  the  filigree  palace.  There  is 
Communism  in  other  work  of  Klabund5  s :  the  short  story  S  forte- 
becker,  for  instance,  the  hero  of  which,  a  North  Sea  pirate  familiar 
from  ancient  ballads,  is  presented  as  one  whose  aim  is  the  welfare 
of  the  people ;  and  though  his  Ted  flag5  goes  down  it  will  return 
to  regenerate  the  world.  Stortebecher  is  remarkable  for  its  style  — 
short  paragraphed  dialogue  and  the  rush  of  a  film  scenario  —  and 
also  for  its  preaching  of  the  Wodan  cult  and  its  idealization  of  the 
Frisians  round  Hamburg  as  the  perfect  type  of  German  fighter 
and  rebel.  The  Novellen  appeared  in  Klabunds  Karussell{i  913),  Der 
Marketenderwagen  (1916  —  mostly  War  experiences),  Die  Krankheit 
(1916  -  stories  of  Davos). 

One  of  the  leaders  of  the  expressionists  was  rene  schickele 
(1883-1940).  An  Alsatian  with  a  French  mother,  it  was  natural  that 
he  should  have  that  comprehension  of  French  mentality  which  is 
the  mark  of  the  Alsatians.  He  probes  the  problem  of  Alsace  in  his 
drama  Hans  im  Schnakenloch  (1916)  and  in  the  sequence  of  novels 


364  MODERN  GERMAN  LITERATURE 

Das  Erbe  am  Khein:  Maria  Capponi  (1925),  Blick  auf  die  Vogesen 
(1927),  and  Der  Wolf  in  der  Flurde  (1931).  Before  World  War  I 
broke  out  he  was  editing  the  expressionist  review  Die  missen  Blatter 
in  Berlin;  and  during  the  War  he  edited  it  as  a  refugee  in  Switzer¬ 
land.  Here,  on  the  Swiss  side  of  the  Lake  of  Constance,  he  was 
the  centre  of  that  group  of  writers  who  were  launching  anti-war 
literature :  here  Leonhard  Frank’s  Der  Mensch  is t  gut  was  evolved. 
Schickele’s  Benkal  der  Frauentroster  (1914),  a  prophetic  picture  of 
the  War  written  just  before  it  began,  would  alone  have  made  him 
an  outlaw  in  Germany:  it  shows  the  idiocies  of  war  by  the  experi¬ 
ences  of  the  hero,  who  is  called  ‘comforter  of  women’  because  he 
reveals  their  sufferings.  For  English  taste  there  is  too  much  harp¬ 
ing  on  women’s  physical  need  of  husbands :  actually  an  army  of 
wives  in  the  capital  go  on  the  street  by  way  of  protest;  and  when 
the  Central  Power  is  beaten  by  the  Kremmen  (  =  Russians)  they 
lead  the  revolt  of  the  proletariat  against  the  military  caste.  Benkal 
himself  miraculously  blossoms  out  from  a  drunken  loafer  into  a 
sculptor  whose  speciality  is  the  female  figure;  and  women  feel 
strangely  comforted  and  saint-like  when  they  gaze  on  the  religious 
ugliness  of  these  shapes  which  compel  reverence  for  the  deformity 
of  mother.  His  mistress  is  a  famous  dancer,  who  disappears  when 
she  realizes  that  she  is  dying;  the  motif  is  that  of  Vicki  Baum’s 
Menschen  im  Hotel.  With  Arise  (1916)  Schickele  provided  his  type 
of  expressionist  Novelle:  its  style  apes  the  chaste  distinction  of 
the  French  eighteenth-century  erotic  conte,  and  already  shows 
Schickele’s  peculiar  weaving  of  suddenly  strange  vision  and  sym¬ 
bol  into  a  prose  pattern.  The  tale  appeared  in  the  series  Der 
jungste  Tag ,  in  which  Edschmid’s  Das  rasende  Leben  and  other 
pioneer  expressionist  work  first  saw  the  light. 

With  Rene  Schickele  as  the  interpreter  of  Alsace  and  the  apostle 
of  cultural  blending  should  be  paired  otto  flake  (1882-  )  as  the 
representative  of  Lorraine  (he  is  a  native  of  Metz).  He  is,  however, 
not  so  much  an  expressionist  as  one  of  those  (Albrecht  Schaeffer, 
Josef  Ponten,  Frank  Thiess  and  others),  who,  while  influenced  by 
expressionism,  are  in  the  main  impressionists  and  naturalists.  In 
the  preface  to  his  novel  Die  Stadt  des  Films  (1919)  he  proclaims  the 
manifesto  for  the  new  novel;  everything  that  is  not  intellectual  is 
to  be  eliminated,  that  is,  narration  of  consecutive  action,  discussion 
of  middle-class  problems,  description  of  milieu  and  landscape,  sen¬ 
timent  of  any  kind.  This  programme  points  forward  to  the  Proust- 
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ian  pattern  of  Musil’s  Der  Mann  ohne  Eigenschaf ten.  Flake? s  most 
personal  novel  is  Montijo  oder  die  Suche  nach  der  Nation  (1931),  the 
tale  of  a  German  Spaniard  who  opts  for  German  culture.  Flake 
himself  is  a  cosmopolitan  who  roams  the  wide  world  over  for 
scene  and  characters:  his  novels  Ruland (1922),  Villa  USA  (1926), 
etc.,  range  from  Alsace  to  Petersburg.  He  had  begun  with  a  de¬ 
nunciation  of  the  tyranny  of  the  school :  Freitagskind  (1913  ;in  later 
editions  Eine  Kindheit),  but  passed  over  to  a  strikingly  masculine 
handling  of  erotic  problems  in  (particularly)  Der  gate  Weg  (1924): 
the  men,  coldly  calculating,  dominate  the  women.  Nein .  und  Ja 
(1920),  with  its  scene  in  Zurich,  has  a  curious  interest  for  its  por¬ 
trait  of  the  dadaist  Hans  Arp. 

leonhard  frank  (1882-  ),  a  Wurzburg  man,  has  been  classed 
as  a  ‘vulgarisator  of  expressionism’,  and  he  is  at  all  events  an  easy 
approach  to  the  expressionist  style,  but  only  because  he  tells  a 
story  which  is  plain  and  often  exciting  in  spite  of  the  tricks  of 
discontinuity  of  the  new  manner.  The  son  of  a  journeyman  car¬ 
penter,  he  began  as  a  factory  worker,  and  in  all  his  work  he  is  on 
the  side  of  the  proletariat,  to  him  the  salt  of  the  earth.  His  first 
success  was  Die  Kauberbande  (1914);  it  describes  with  uproarious 
humour  the  escapades  of  a  band  of  youths  whose  heads  have  been 
turned  by  the  Wild  West  stories  of  Karl  May;  sexual  awakening 
and  Red  Indian  pranks  make  a  brand  of  natural  filth  and  Romantic 
idiocy.  In  Die  Ursache  (1915),  an  attack  on  capital  punishment,  a 
teacher  is  murdered  by  a  former  pupil  in  revenge  for  the  damage 
done  to  his  character  at  school,  which  unfitted  him  for  life.  Der 
Mensch  ist  gut  (1917)  constitutes  in  substance  an  anti-war  tract, 
ghastly  in  its  exhibition  of  suffering,  which  was  credited  with 
having  very  seriously  weakened  German  mor ale  on  the  home  front ; 
it  was  one  of  the  miracles  of  the  war  that,  in  spite  of  its  message, 
it  found  its  way  all  over  Germany.  In  Der  Burger  (1924)  a  human 
soul  is  damaged  by  existing  society  (‘die  bestehende  Seelenmord-Gesell- 
schaftsordnungy.  a  man  is  paralysed  in  youth  by  his  father,  his 
teachers,  and  finally  by  the  social  community,  for  which  he  has 
been  unfitted  by  his  training;  he  may,  by  conforming,  accept  the 
conventional  moulding,  but  he  is  then  merely  a  standardized  pro¬ 
duct  of  the  social  machine,  not  a  shaping  spirit  with  the  daring 
zest  of  his  own  native  originality.  In  Das  Ochsenfurter  Mdnner- 
quartett  (1927)  we  meet  the  old  ILauberbande  once  again  in  Wurz¬ 
burg,  middle-aged  men  now,  impoverished  by  the  war,  and  with 
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the  spirit  of  adventure  knocked  out  of  them.  Karl  und  Anna  (1928) 
is  one  of  the  most  original  of  the  Heimkehrerromane :  two  soldiers, 
Karl  and  Richard,  are  inseparable  companions  on  the  eastern  front; 
and  in  the  lone  watches  Richard  describes  his  wife  and  their  mar¬ 
ried  life  so  intimately  that  Karl  has  every  detail  imprinted  on  his 
mind.  Karl  gets  home  first,  and  his  resemblance  to  Richard  enables 
him  to  impersonate  his  comrade.  Anna  suspects ;  but  -  and  here  is 
the  real  theme  of  the  tale  -  Karl  has  the  very  soul  of  a  lover,  and 
as  a  woman  she  is  won:  she  yields  to  love,  not  to  a  husband. 
Richard  returns;  and  Karl  and  Anna  leave  him  to  his  misery  and 
set  out  to  find  a  new  home.  Karl  has  seen  a  star  in  the  east  and 
followed  it  and  found  it;  Richard  has  longed  for  his  bed-mate, 
and  lost  her.  Bruder  und  Schwester  (1929)  once  again  proves  the 
uncanny  fascination  of  incest  for  German  authors  -  from  the 
Gregorius  of  Hartmann  von  Aue  onwards.  Flagrantly  communistic 
is  Die  Jiinger  Jesu  (1950):  once  more  as  in  Die  Rauberbande  a  band  of 
youths  turn  robbers  to  serve  the  ends  of  justice;  what  they  steal 
from  the  rich  they  give  to  the  poor.  In  Die  deutsche  NoveJIe  (1951) 
a  baroness  falls  into  the  power  of  her  servant;  she  shoots  him  and 
herself.  Links  m  das  Her%  ist  (1952)  rolls  out  the  saga  of  Leonhard 
Frank’s  own  life  in  the  form  of  a  novel  with,  in  places,  scant  regard 
for  elementary  decency. 

Leonhard  Frank’s  favourite  theme  of  the  ruin  of  man  by  society 
is  feverishly  and  in  dithyrambic  Nietzschean  prose  demonstrated 
by  Hermann  burte  (1879-  )  i*1  his  famous  novel  Wiltfeber  der 
ewige  Deutsche  (1912) :  the  hero,  a  Herrenmenschy  perishes  because  he 
cannot  adapt  himself  to  the  pettiness  and  disgrace  of  life.  Wiltfeber 
is  a  symbolic  distortion  of  Weltfieber,  the  disease  of  Germans, 
who  roam  away  from  dying  villages  to  the  wastes  of  the  outer 
world  and  to  the  stone  wildernesses  of  cities.  This  picture  of  the 
city  as  a  ferment  of  decay  (Vermsungsstatte),  infected  with  the  virus 
of  Marxism,  is  Nazi  doctrine  before  the  War,  and  the  strange  thing 
is  that  already  in  this  tale  of  a  lost  German  in  quest  of  his  home¬ 
land  the  swastika  is  proclaimed  as  the  symbol  of  regeneration. 
The  German  nation,  we  read,  is  centrasst  und  entgottet ,  von  einer 
fremden  Rasse  unterworfen  einem  fremden  Gotte\  Christ  is  described  as 
one  who  conquered  Judaism  in  Himself;  fa,  derWiderjuden  Grosster 
ist  der  Om/’.  The  first  task  of  the  German  is  to  recover  his  racial 
purity,  to  return  to  primitive  Germanity,  and  to  escape  from  the 
heritage  of  Rousseau,  who  from  his  filthy  mouth  blew  the  breath 
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of  pestilence  over  the  world.  In  Burte’s  dramas  there  is  the  fanatical 
cult  of  the  German  conception  of  duty  as  sacrifice  of  self  to  the 
state.  The  hero  of  Katte  (1914)  is  the  friend  who  tried  to  arrange 
the  escape  from  prison  of  the  Crown  Prince  of  Prussia,  later 
Frederick  the  Great.  Frederick  is  forced  to  watch  Katte’s  execu¬ 
tion  The  play  is  a  Pflichtdrama,  and  so  too  is  Herzog  Ut%  (1915)- 
The  hero  is  that  Duke  Ulrich  or  Utz  of  Wiirttemberg  who,  as  we 
know  from  Hauff’s  Lichtenstein,  slew  Hans  Hutten.  He  has  dis¬ 
graced  himself  as  a  man  and  as  a  prince  by  going  down  on  his 
knees  to  crave  from  Hutten  the  body  of  his  wife  This  lady  denies 
herself  as  Hutten’s  wife,  but  is  willing  as  Hutten’s  widow;  Ulrich, 
however,  ripened  by  the  events,  sacrifices  love  to  princely  duty.  It 
might  be  interesting  to  compare  Burte’s  third  play,  Simsm  (1917), 
with  that  of  Herbert  Eulenberg  on  the  same  subject:  in  the  latter 
Samson  is  a  grandiose  symbol  of  the  degradation  of  man  to  beast 
by  woman,  while  from  the  mass  of  detail  of  Burte’s  playonly  the 
strong  man’s  sacrifice  of  himself  to  his  race  emerges.  ^  Schiller 
had  completed  his  Warheck  tragedy,  he  would  have  adhered  to 
the  historical  concept  of  the  hero  as  a  pretender;  for  Burte  m  his 
Warheck  (1935)  his  hero  is  the  genuine  heir  to  the  throne  and  the 
last  scion  of  the  house  of  Plantagenet;  he  abandons  his  rightful 
Haim  because  to  achieve  it  would  mean  war.  As  a  lyric  poet  Burte 
made  his  mark  as  a  sonneteer  (Patricia,  1910;  Die  Flugelspielerm, 
iqiO  Though  a  native  of  Baden,  Burte  is  classed  as  an  Alemannic 
poet,  and  as  such  he  has  emulated  Johann  Peter  Hebei  in  his  books 

of  dialect  verse  (Madlee,  1923 ;  Ursula,  193°).  , 

The  ground-work  in  the  novels  of  Alfred  doblin  (1878-1957), 
a  physician  in  Berlin,  is  science  and  philosophy.  He  came  to  the 
fore  during  the  War  with  his  Chinese  novel  Die  drei  Sprunge  des 
Wang-Lun  (1915);  the  son  of  a  Chinese  fisherman  founds  a  sect  of 
the  poor  in  spirit  and  teaches  that  ‘to  be  weak,  to  endure  is  the 
pure  way’;  the  hero  ‘jumps’  from  passivity,  which  is  holiness,  to 
action  and  back  again  to  holiness.  Dobhn’s  long  historical  novel 
Wallenstein  (1920)  is  still  actuated  by  Chinese  philosophy;  but  here 
the  problem  of  to  do  or  not  to  do  is  represented  by  the  contrasted 
characters  of  Wallenstein  as  the  principle  of  action  and  the.patito- 
logically  conceived  passive  Emperor  Ferdinand.  WadZeksKampf 
mit  der  Dampfturhine  (1918)  comes  to  epic  grips  with  machinery 
Berge,  Meere  und  Giganten  (1924)  in  a  nightmare  of  activity  raging 
mad  gives  us  the  age  of  the  superman  with  machinery  suprem 
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a.d.  2700-3000.  The  technological  novel  had  scored  its  most 
popular  success  with  bernhard  kellermann’s  (1879-1951)  J)er 
Tunnel  (1913),  in  which  the  building  of  a  tunnel  under  the  Atlantic 
is  described.  But  while  Der  Tunnel  uses  engineering  in  Jules  Verne’s 
way  to  provide  the  elements  of  an  exciting  story,  Berge,  Meere  und 
Giganten  subordinates  the  story  to  the  problem  of  the  mechaniza¬ 
tion  of  the  cosmos ;  it  is  the  idea  of  Samuel  Butler’s  Erewhon  that 
machinery  is  destined  to  become  master  of  man.  As  the  slave  of 
machinery,  man  goes  to  battle  with  nature ;  with  the  fire  of  Ice¬ 
land’s  volcanoes  he  frees  Greenland  from  ice;  but  nature  turns  on 
him  and  puts  him  in  his  proper  place  -  down  with  the  beasts  of 
the  earth;  the  Wandlung  to  a  new  humanity  is  not  to  be  achieved 
by  an  ascent  of  man  to  God  over  an  enslaved  nature  but  by  a 
humble  return  of  man  to  nature.  Berlin  Alexanderplat ^  (1929)  is 
notable  as  the  first  thorough-going  German  imitation  -  after 
Jahnn’s  Perrudja  (see  p.  404)  -  of  James  Joyce’s  Ulysses,  The  hero 
serves  a  sentence  for  murder,  lives  as  a  bully,  is  arrested  unjustly 
for  the  murder  of  a  prostitute,  and  after  a  period  in  a  lunatic 
asylum  ends  as  a  porter.  As  a  detailed  picture  of  the  lowest  Berlin 
life  the  novel  has  interest;  as  a  continuous  recording  of  the  waves 
of  thought  and  sensation  in  this  typical  brute  it  fails,  because  even 
a  practising  physician  cannot  guarantee  the  authenticity  of  such 
streaming  consciousness  in  a  person  of  such  limited  mentality. 
When  in  1933  Doblin’s  books  were  banned  and  burned,  he  found 
refuge  in  Paris;  during  the  German  occupation  he  found  his  way 
to  California,  but  returned  to  Germany  after  the  war  and  joined 
the  Roman  Catholic  Church.  His  Catholic  outlook  on  world  prob¬ 
lems  appears  at  once  in  his  mystery  novel  Der  Oberst  und  der  Dichter 
oder  das  mens chliche  Her%  (1946)  and.  in  his  autobiographical  Schick- 
salsreise,  Bericht  undBekenntnisse  (1949).  In  Die  Baby lonische  Wanderung 
oder  Hochmut  kommt  vor  dem  Fall  (1934)  a  Babylonian  god  experi¬ 
ences  the  comicality  and  the  misery  of  existence  here  below.  Pardon 
wird nicht gegeben  (193  5)  pictures  post-war  conditions  and  the  perils 
of  proletarian  and  Nazi  ideology;  a  middle-class  profiteer  is  in¬ 
duced  by  his  dominating  mother  to  give  up  the  revolutionary 
convictions  of  his  youth  for  safety’s  sake;  problematically  con¬ 
sidered  his  natural  development  is  thwarted  by  family  interference. 
There  is  complex  symbolic  inference  and  a  destructive  analysis  of 
cultural  and  political  tendencies  in  our  own  days,  as  well  as  of 
religious  pretence  through  the  ages,  in  Doblin’s  next  work,  the 
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vast  South  American  trilogy  which  in  its  moods  and  pitiless  prob¬ 
ing  of  racial  domination  is  largely  the  fruit  of  the  author’s  suffering 
in  exile.  In  the  historical  sense  the  trilogy  is  an  epilogue  to  Eduard 
Stucken’s  Die  weissen  Gotter  (p.  273)  and  Gerhart  Hauptmann’s 
Der  weisse  Heiland  (p.  33);  these  describe  the  conquest  of  Mexico, 
while  Das  Land  ohne  Tod  (1936),  the  first  volume  of  Doblin’s  tri¬ 
logy,  is  a  panorama  of  the  conquest  of  Peru.  Just  as  the  Aztecs  in 
Mexico  welcome  Cortes  as  the  ‘"White  Saviour’,  so  the  Incas  see 
in  the  Spaniards  the  fulfilment  of  age-old  prophecies  of  the  coming 
of  strange  gods :  this  they  see  realized  in  the  pale  skins  and  the 
bearded  faces  of  the  invaders,  in  their  horses,  and  their  fire-spitting 
tubes  laden  with  death.  There  is  a  stark  contrast  of  these  happy 
and  innocent  ‘pagans’  with  the  ‘religion’  of  the  Christians ;  actually 
there  is  only  one  true  Christian  among  them  -  Las  Casas  (p.  496). 
In  the  second  volume,  Der  blaue  Tiger  (1936)  —  the  blue  tiger  is  the 
beast  of  destruction  of  Indian  saga  -  the  Jesuits  make  their  historic 
attempt  to  institute  humane  colonization,  but  are  thwarted  by 
secular  policy.  The  third  volume,  Der  neue  XJrwald  (193^)*  applies 
a  parallel  to  the  conditions  of  today,  and  drives  home  the  lesson 
that  the  barbarians  are  the  whites.  The  tetralogy  November  1918 
(1939  ff.)  chronicles  happenings  in  Berlin  from  22  November  to 
7  December  1918;  the  series  runs:  Der  Zusammenbruch ;  Verratenes 
Volk;  Heimkehr  der  Fronttruppen  ;  Karl  und  Rosa.  The  revolution  is 
a  failure;  inevitably  so,  for  individual  action  is  motivated  by  illu¬ 
sion  and  self-deception. 

The  chiliastic  dream  of  the  New  Jerusalem  or  das  dritte  Reich  in 
the  ideal  sense  is  another  obsession.  In  josef  winckler’s  (1881-  ) 
Der  chiliastische  Filger^ag  (1922)  it  is  shown  up  as  mania.  A  rich 
Indian  king  leads  those  who  are  weary  and  heavy  laden  on  a  pil¬ 
grimage  to  Paradise;  on  the  way  the  poor  wretches  lose  what 
shreds  of  humanity  they  had  on  starting  out.  They  discover  the 
utter  avarice  and  selfishness  of  the  Christian  kingdoms.  Their 
numbers  are  much  reduced  by  an  experiment  at  the  North  Pole, 
but  at  last  they  found  the  city  of  Paradise  in  the  centre  of  Asia, 
the  cradle  of  the  human  race,  which  finds  itself  again,  stripped  of 
the  illusions  of  the  ages,  where  it  began.  The  essence  of  the  novel 
is  the  satiric  handling  of  expressionistic  Communism  and  the  dream 
of  the  common  brotherhood  of  man.  Winckler  then  in  Trilogie  der 
Zeit  (1924)  girds  at  the  mechanization  of  the  cosmos;  this  too  is 
a  true  expressionist  theme  (Doblin’s  novel  of  the  giants,  Toller’s 
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Die  Maschinensturmer,  etc.),  the  revolt  against  the  reduction  of  man 
to  a  cog  in  a  machine ;  his  last  stage  is  reached  in  Winckler’s  tale 
as  "der  physiologische  MenscV  or  living  robot  who  can  be  pulped 
down  when  exhausted.  Winckler,  a  dentist  by  profession,  had 
founded  a  futurist  community.  Band  der  Werkleute  aufHaus  Nyland, 
so  called  because  they  met  at  his  ancestral  home  Haus  Nyland; 
they  aimed  at  a  ‘new  nobility  of  labour5  and  a  synthesis  of  imperial¬ 
ism,  culture,  industry,  art,  modem  economic  life,  and  freedom. 
Disciples  of  Dehmel,  they  had  their  own  organ  in  Quadriga.  Winck- 
ler  achieved  popularity  with  Der  tolle  Bomberg  (1923),  a  weltering 
collection  of  anecdotes  which  are  alleged  to  have  gathered  round 
the  person  of  Baron  von  Bomberg,  ‘the  Westphalian  Eulenspiegel5 ; 
if  there  is  a  purpose  in  the  book  it  must  be  to  snatch  the  mask 
from  everything  that  is  ideal  to  expose  the  dirt  beneath  it;  it  is  the 
filthy  humour  which  has  delighted  the  German  public.  'Pumper¬ 
nickel  (1926)  manages  to  be  popular  without  wallowing  in  filth. 
The  Werkleute  aufHaus  Nyland  made  a  splash  in  poetry;  Winckler’s 
Eiserne  Sonette  (1912  in  Quadriga,  1914  in  book  form)  have  a  vigor¬ 
ous  but  brutal  ring. 

The  most  noted  of  the  poets  of  expressionism  is  franz  werfel 
(1890-1945),  a  Jew  from  Prague.  The  very  titles  of  his  collections 
of  poems  indicate  their  tendency:  Der  Weltfreund  (1911),  Wir  sind 
(1913),  Einander  (1915);  Der  Gerichtstag  (1919).  There  is  anti-war 
feeling  in  this  lyric  verse;  Troerinnen  (1914),  his  adaptation  of  the 
Trojan  Women  of  Euripides,  shows  by  implication  the  utter  sense¬ 
lessness  of  the  First  Great  War;  all  the  post-War  disillusionment 
is  here,  but  also  the  lesson  that  duty  bids  us  cling  to  life  when  all 
seems  lost,  and  that  to  be  good  is  better  than  to  be  happy.  Der 
Spiegelmensch  (1920)  is  a  trilogy  of  rhymed  dramas,  the  action  of 
which  portrays  the  conflict  between  man’s  two  souls :  the  Seins-Ich 
and  the  Schein-lch  or  Spiegel-Ich.  The  latter  steps  out  of  the  mirror 
and  confronts  the  hero,  Thamal.  While  Seins-Ich  is  consumed  by 
yearning  for  absolute  reality,  Schein-lch  lures  to  the  enjoyment  of 
mirror-reality,  i.e.  that  unreality  which  is  the  vain  self-enjoyment 
of  man;  harmony  can  only  be  attained  by  the  persistent  fighting 
down  into  annihilation  of  the  Spiegelmensch ,  that  is,  of  one’s  own 
selfish  self.  The  drama  is  planned  on  a  grandiose  scale  as  a  modern 
Faust  (Schein-lch  is  another  version  of  Mephistopheles),  but  there 
is  rather  an  acrobatic  leaping  over  abysses  than  a  descent  into  dark 
deeps.  Werfel’s  tale  Nicht  der  Md'rder,  der  Ermordete  ist  schuldig 
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(1920)  deals  with  the  son-father  motif.  [Georg  Kaiser,  too,  in 
Hoik,  1 'Veg,  Erde  (1919)  had  shown  that  the  victim  of  a  would-be 
murderer  was  guilty  of  the  crime.]  The  drama  Paulus  unter  den 
Juden  (1926)  deals  with  the  problem  of  Jesus  and  the  Jews.  The 
doctrine  of  ‘love  thine  enemy’  is  the  theme  of  the  tragedy  Jmre ^ 
und  Maximilian  (1924),  a  contrast  of  monarchical  and  republican 
ideas  in  Mexico,  and  of  the  ‘novel  of  the  opera’  Verdi  (1924),  in 
which  Verdi  and  Wagner  are  contrasted.  For  Thomas  Mann  Wag¬ 
ner  is  an  inspiration  breathing  through  ‘die  wissende  Wehmut  der 
Sterbensreife’ ;  to  Werfel  he  is  decadent  over-ripeness.  Wagner  in 
this  novel  is  the  she-man  from  whom  erotic  effulgence  emanates, 
the  impersonation  of  the  picturesquely  abnormal,  while  Verdi  is 
the  embodiment  of  self-sacrificing  goodness  and  duty,  the  artist 
turned  citizen  in  Thomas  Mann’s  sense.  The  novel  reads  like  a 
counter-blast  to  the  romantic  idea  of  a  musical  genius  in  Wasser- 
mann’s  Das  Gansemannchen-,  both  novels  deal  with  the  history  and 
technique  of  music.  Verdi  has  not  found  peace  of  mind,  for  in  his 
rural  retirement  he  is  mentally  sterile,  and  his  fame  has  been 
eclipsed  by  that  of  Wagner;  he  has  with  him  the  score  of  Tristan, 
but  in  his  instinctive  fear  of  its  alien  genius  he  keeps  it  locked  up. 
He  goes  to  Venice,  where  Wagner  is  staying,  but  when  at  last  he 
nerves  himself  to  visit  his  rival  he  finds  at  the  door  that  he  has 
just  died.  His  jealousy  fades  into  love,  and  he  composes  Otello. 
Apart  from  the  main  theme,  the  Wandlung  of  the  hero,  there  is 
much  that  is  fine  in  the  novel,  particularly  the  symbolization  of 
Venice  cradled  in  age-rotted  mud  and  dying  to  the  rhythm  of 
lapping  waves;  Venice,  moreover  -  ‘the  terrible  temptress,  tired 
from  too  many  loves’  -  identified  with  a  Halbweib,  a  prima  donna 
who  moves  through  the  tale  with  nothing  more  than  a  baiser 
colombin  and  hysterical  quiverings  for  her  lover,  decadent  Venice 
answering  the  baton  of  decadent  Wagner.  Some  of  the  foundation 
work  of  the  tale  may  be  from  d’Annunzio’s  II  Fuoco,  in  which 
Wagner  dies  in  fevered,  autumnal  Venice,  and  in  which  the  experi¬ 
ences  of  Duse  and  her  lover  are  only  lightly  veiled.  The  Novellen 
Der  Tod  des  KJeinburgers  (1926)  and  Geheimnis  eines  Menschen  (1927) 
were  followed  by  the  novels  Der  Abituriententag  (1928)  and  Barbara 
oder  die  Frommigkeit  (1929).  Barbara  is  mainly  interesting  for  its 
dramatic  psychic  problem:  during  the  War  the  hero,  an  Austrian 
lieutenant,  is  in  charge  of  a  firing  party  who  are  to  shoot  three 
men  for  treason;  one  of  them  is  the  son  of  the  old  nurse  (Barbara) 
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who  has  brought  him  up;  and  he  refuses.  After  the  War  he  is 
swept  into  the  revolution  but  arrives  at  respectability  as  a  doctor. 
There  is  a  good  description  of  conditions  in  post-War  Vienna. 
Die  Geschwister  von  Neapel  (1931)  is  a  searching  study  of  the  effects 
ofFascism  on  the  individual.  Domenico  Pascarelli  is  a  small  banker 
in  Naples ;  as  the  widowed  father  of  six  children,  three  sons  and 
three  daughters,  he  is  shown  as  a  dictator  to  them;  one  of  the  old 
school,  he  is  rigid,  austere,  scrupulously  honest,  a  stickler  for  old 
forms  of  decorum  and  decency;  and  WerfePs  novel  shows  the 
decay  of  all  independent  spirit  under  his  well-meant  domination. 
Domenico  himself  risks  destruction  by  the  Fascist  regime  when 
he  upholds  his  independence  of  outlook  and  action,  and  he  is 
saved  from  ruin  only  by  the  intervention  of  an  Englishman  who 
marries  one  of  his  daughters.  The  two  volumes  of  Die  vier^ig  Tage 
des  Musa  Dagh  (193  3)  have  for  theme  the  persecution  and  mass 
slaughtering  of  Armenian  Christians  in  Turkey  during  World 
War  I.  Horet  die  Stimme  (1937)  takes  us  back  to  ancient  Palestine 
to  picture  the  oncoming  doom  of  the  gloomed  present  in  the 
remote  past;  we  hear  the  voice  of  Jeremiah  crying  unheeded  in 
the  wilderness ;  his  denunciations  foreshadow  the  doom  of  today. 
Der  gestohlene  Himmel  (1939)  -  the  title  was  changed  in  the  1948 
edition  to  Der  veruntreute  Himmel  -  is  the  tale  of  a  Moravian  servant 
who,  to  make  sure  of  getting  to  Heaven  herself,  pays  for  her 
nephew  to  be  trained  as  a  priest;  but,  as  he  tells  her  when  she 
finds  him  again  as  a  disreputable  renegade,  she  has  trained  him  to 
be  an  intellectual.  Das  Died  von  Bernadette  (1941)  was  written  in 
America  to  fulfil  a  vow  made  by  Werfel  when,  in  1940,  he  found 
sanctuary  in  Lourdes.  Apart  from  this  pathetic  biographical  interest 
the  book  has  polemical  substance.  Against  a  grim  background  of 
mean  humanity,  hypocrisy  and  self-seeking  stands  the  pathetic 
figure  of  Bernadette  Soubirous,  moving  in  her  absolute  naivete  and 
naturaliness  and  unselfishness ;  she  has  visions,  as  Shakespeare  and 
Michelangelo  had;  she  shapes  them  differently;  and  the  beauty 
of  her  vision  defies  representation  in  verse  or  prose  or  marble. 
She  denies  every  vestige  of  resemblance  in  her  beautiful  lady  with 
golden  roses  on  her  feet  to  the  statue  of  the  Virgin  chiselled  from 
her  description  by  a  famous  sculptor;  she  sees  the  beautiful,  and 
she  loves  it  :  f  airne  (her  last  words)  is  her  religious  doctrine.  Pitiful 
is  the  frantic  exploitation  of  the  girPs  visions  by  the  Church;  but 
the  unfolding  of  the  story  is  concerned  with  the  progress  of  dogma 
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to  Bernadette’s  consecration  as  a  saint.  It  would  be  unfair  to  credit 
Werfel  with  denigration  of  the  Catholic  Church;  indeed  a  Catholic 
may  well  read  the  tale  with  edification  and  approval,  for  the  main 
impression  conveyed  is  that  of  the  rock-like  sincerity  of  the  high 
prelates  whose  portraits  are  drawn  with  practised  skill.  Very  vivid 
is  the  character  sketch  of  the  Bishop  of  Tarbes,  a  great  prelate 
sprung  from  the  people,  but  with  the  strong  man’s  contempt  for 
the  mass  of  humanity.  As  to  the  miracles,  they  are  narrated  soberly 
and  without  bias  in  either  direction;  we  have  a  picture  of  cures 
which  baffle  the  science  of  doctors;  and  in  one  terrible  chapter  at 
the  end  of  the  book,  gruesomely  headed  ‘The  Hell  of  the  Fleshy 
we  have  a  Dantesque  panorama  of  disease  with  no  hope  of  relief 
save  by  miracle  -  if  miracle  there  be.  And  Bernadette  herself  is 
afflicted;  we  see  her  sicken  and  die  of  tuberculosis.  But  she  is 
transfigured,  not  disfigured,  by  her  suffering,  because  by  her  very 
nature  she  loves  the  divine  mystery  which  is  before  us  all.  Werfel’s 
last  novel.  Stern  der  Ungeborenen  (1946),  completed  two  days  before 
he  died  in  America,  is  a  species  of  Divina  Commedia  up  to  date: 
F.W.  is  guided  by  a  new  Virgil  over  an  ‘astromental’  world  of 
aeons  to  be,  a  world  in  which  all  that  has  afflicted  mankind  — 
nations,  labour,  disease,  even  death  -  exists  no  more;  man  has 
conquered  all  -  except  himself.  There  is  the  ‘dwelling  wilderness’ 
(Wobnwiiste)  of  culture  in  final  conflict  with  the  joyfully  coloured 
oases  (_ farbenfrohe  Oasen )  of  the  jungles ;  and  the  working  men  from 
the  jungles  conquer  the  intellectuals :  in  their  waste  world  working 
men  can  subsist  without  intellectuals,  but  not  the  reverse. 

In  Franz  Werfel  expressionism  culminates.  But  his  later  work, 
clinging  as  it  does  to  clear  facts  (e.g.  Verdi  is  impeccable  musical 
history  and  criticism),  moves  in  the  direction  of  the  phase  which 
(nominally  at  least)  displaces  expressionism  -  die  Neue  Sachlichkeit. 
The  aim  of  the  writers  of  this  group  is  atomistic  exactitude,  but 
not  merely  in  the  painting  of  externals ;  they  seek  to  penetrate  into 
the  last  recesses  of  psychic  reality,  and  to  show  a  ‘more  real  reality’, 
illuminated,  and  serviceable  because  made  intelligible.  The  final 
phase  of  this  new  sense  of  reality  is  the  Tatsachenroman:  things  that 
have  actually  occurred  are  related  in  the  form  of  a  novellas  in 
Carl  Haensel’s  (1889-  )  DerKampf  urns  Matterhorn  (1928),  or  in  the 
autobiographical  tales  of  the  workmen  poets. 

The  transition  is  discernible  in  the  short  stories  of  Arnold  zweig 
(1887-  )  :  he  moves  away  from  psychological  probing  and  aesthetic 
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refinements  to  a  plain  narration  of  sensations,  physical  and  mental. 
His  Novellen  um  Claudia  (1912)  mark  an  experimental  innovation: 
a  series  of  short  tales  are  fitted  together  to  form  a  novel.  There  is 
the  same  striving  for  Sachlichheit  in  his  collections  of  Novellen 
F tithe  Fdhrten  (1925)  and  Regenbogen  (1926).  Der  Streit  um  den  Ser- 
geanten  Grischa  (1926-7 )  is  one  of  the  most  notable  of  the  War 
novels :  a  recaptured  Russian  prisoner  is  sentenced  to  death  as  a 
spy  because  he  has  assumed  the  name  of  a  Russian  soldier  making 
for  home  in  an  opposite  direction:  his  identity  is  proved,  but 
Headquarters  say  the  original  sentence  must  be  carried  out,  and 
the  Divisional  Commander  resists  in  vain.  Sergeant  Grischa  is  just 
a  simple  soldier;  he  is  the  victim  of  Prussian  bureaucracy  -  who 
shall  count  how  many  others  ?  Here  lies  the  poignancy  of  the  story : 
any  soldier  is  a  man,  with  senses  that  cling  to  love  and  life  -  to  the 
war  machine  he  is  not  a  man,  but  a  number.  Sergeant  Grischa  was 
planned  as  the  first  of  eight  novels  which  were  to  epitomize  and 
analyse  the  years  following  World  War  I.  The  second  novel,  Junge 
Frau  von  1914  (1931),  is,  however,  the  chronological  start;  it  is 
the  love  story  of  a  Berlin  banker’s  daughter  and  an  author  without 
means  who  is  called  up ;  the  background  is  the  upheaval  of  the 
war,  the  moving  spirit  is  vicious  criticism  of  the  conditions  which 
led  to  it  and  of  those  (particularly  Jews)  who  profit  by  it.  The  title 
of  Einset^ung  eines  Konigs  (1937)  refers  to  the  candidature  of  the 
Duke  of  Tech  for  the  throne  of  Lithuania;  the  incompetence  and 
arrogance  of  German  officers  is  exposed;  the  intelligentsia  tends 
to  be  the  Jewish  non-commissioned  officers,  who  have  mostly 
soft  administrative  jobs  away  from  the  fighting.  The  hero  ends  as 
a  Communist.  The  paltry  intrigue  oiErpehmg  vor  Verdun  (1935) 
involves  a  like  accusation  of  military  justice.  De  Vriendt  hehrt  heim 
(1933)  is  a  vie  romancee,  though  the  name  of  the  real  hero,  a  Dutch 
poet,  is  changed  to  De  Vriendt,  who  is  shot  by  an  orthodox  Jew 
in  Palestine;  the  interest  is  not  so  much  in  the  hero’s  conflict  with 
the  Zionists  and  his  literary  avocations  as  in  the  complication  of 
his  psyche  by  homosexuality.  In  Das  Beil  von  Wandsbeck  (1947)  a 
man  of  examplary  character,  a  master-butcher,  feeling  the  com¬ 
petition  of  the  chain-stores  in  1937,  takes  the  chance  of  restoring 
his  finances  by  secretly  acting  as  executioner  to  the  Nazis,  a  func¬ 
tion  for  which  he  sharpens  ‘the  axe  of  Wandsbeck’,  a  family  heir¬ 
loom. 

erich  kastner’s  (1899-  )  Ejrische  Haus-Apotheke  (1938),  an 
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anthology  of  his  own  verse,  rings  with  the  real  reality  of  the  new 
school;  the  poems  are  from  his  collections  Ein  Manngibt  Auskunft, 
Herz  aufTaille  (1928),  Edrm  im  Spiegel  (1929),  Zwischen  % wei  Stiihlen. 
His  novel  Fabian,  die  Geschichte  eines  Mora  listen  (1932)  is  utterly 
sceptical  and  cynical:  the  hero  is  a  Nihilist  who,  while  Com¬ 
munists  and  Na2is  are  shooting  one  another  in  Berlin,  cannot  wait 
for  the  inevitable  revolution;  Fabian,  with  nerves  quivering  to 
the  sense  of  reality,  afraid  of  life,  is  a  true  type  of  the  generation 
he  represents.  Kastner’s  later  work  has  won  world-wide  popu¬ 
larity,  particularly  his  Emil  und  die  Detektive  and  Emil  und  die  drei 
Zwillinge  (1936);  Das  fliegende  Kiassensfmmer  (1933),  with  its  picture 
of  life  in  a  German  secondary  school  and  Drei  Manner  im  Schnee 
(3:934),  a  tale  of  simple  people  who  win  prizes  entitling  them  to 
spend  a  period  at  a  Grand  Hotel  in  the  Alps,  have  that  boisterous 
humour  which  wins  the  quick  reader. 

HANS  fallada  (1893-1947),  too,  has  this  surprisingly  juvenile 
bent  of  mind;  he  reproduces  the  atmosphere  of  the  traditional 
Marchen  in  Altes  Eler^  geht  auf  die  Reise  (1936) :  there  is  a  group  of 
village  boys  led  by  a  girl  in  conspiracy  against  a  tyrannous  foster- 
father  (who  in  this  realistic  setting  of  an  old  Marchen  stands  for  the 
ogre).  Stories  for  children  are  Hoppelpoppel  -  wo  hist  du?  (1936) 
and  Geschichten  aus  der  Murkelei  (1938).  But  the  majority  of  Fallada  s 
novels  are  very  seriously  purposed;  in  the  main  they  concentrate 
on  the  difficulties  of  earning  a  living  in  the  days  he  lived  in.  In 
Kleiner  Mann,  was  nun ?  (1932)  we  have  the  post-war  problem  of 
what  the  morrow  will  bring.  Wolf  unter  Wolfen  (1937)  has  ^or 
theme  the  inflation  before  the  war.  In  Der  eiserne  Gustav  (1938)  the 
difficulty  of  earning  a  living  is  due  in  the  first  place  to  social 
changes ;  a  Berlin  cab-driver  is  forced  out  of  business  by  the  advent 
of  taxis  and  in  the  end  follows  his  son  into  the  Nazi  camp.  This 
struggle  for  life  plays  a  great  part  in  Fallada’s  own  life  and  is  re¬ 
flected  in  his  novels.  Wir  batten  mal  ein  Find  (1934)  gives  a  picture 
of  peasant  life,  and  Fallada  himself  during  the  Hitler  period  with¬ 
drew  to  his  farm  in  Mecklenburg,  and  here  he  wrote  Heute  bei  uns 
s(u  Haus  (1943),  his  autobiographical  tale  of  the  life  of  an  author 
turned  farmer;  this  had  been  preceded  by  his  book  of  memories  of 
childhood  and  youth,  Damals  bei  uns  daheim  (1942)-  Der  Alpdruck 
(1947)  has  also  an  autobiographical  element  in  so  far  as  the  author 
who  is  the  hero  lays  bare  his  own  share  in  the  guilt  which  led  to 
the  debacle  of  1945.  There  is  the  same  laying  bare  of  moral  weak- 
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ness  in  Der  Trinker  (1950),  published  after  his  early  death.  Through 
all  of  Fallada’s  serious  fiction  runs  the  problem  of  character  with 
its  strength  {Der  eiserne  Gustav)  or  weakness;  the  hero  breaks  his 
fate  or  is  broken  by  it,  as  he  is  in  Wer  einmal  aus  dew  Blechnapf  frisst 
(1934);  here  a  released  prisoner  fights  hard  to  recover  a  place  in 
the  social  scale,  but  finds  himself  at  last  back  in  prison. 

If  in  Fallada’s  tales  there  is  a  return  to  the  Mdrchen  in  those  of 
ernst  penzoldt  (1892-  )  there  is  a  new  phase  of  the  idyll.  He 
began  with  poems  {Der  Gefdhrte)  and  turned  to  silver-pencilled 
prose  in  Idjllen  (1923).  His  Novelle  Der  arme  Chatierton  (1928) 
probes  the  secret  of  the  very  nature  of  poetry :  the  boy-poet  dreams 
himself  into  his  tragic  illusion.  In  DerZmrg{i^ij)  Penzoldt  dreams 
his  idyllic  moods  into  the  days  of  rococo  in  his  own  Franconia. 


XVI 


EXOTIC  LITERATURE 
AND  THE  COLONIAL  NOVEL 


The  fog  of  pessimism  during  and  after  the  First  War  is  no 
doubt  one  of  the  explanations  of  the  vogue  of  literature 
which  describes  far-away  climes :  it  represents  a  flight  from 
reality.  Exotic  literature,  of  course,  goes  back  to  the  end  of  the 
eighteenth  century1  (Georg  Forster’s  A  Voyage  towards  the  South 
Vole  and  round  the  World ,  1777,  and  J.  G.  Seume’s  verse  tale  Der 
Wilde1')  and  continues  with  Chamisso’s  Reise  um  die  Welt  in  den 
Jahren  181J-18  and  Alexander  von  Humboldt’s  Kosmos  (1845-58). 
Exotic  fiction  shapes  itself  on  such  writers  as  Fennimore  Cooper 
in  the  American  and  Wild  West  novels  (‘  Wildwest-RomantiM )  of 
Charles  Sealsfield  (1793-1864)  and  Friedrich  Gerstacker  (lilCVz)- 
There  is  still  an  English  undertone  in  the  exotic  writings  of  Paul 
Lindau’s  brother  rudolf  lindau  (1829-1910:  Er^ahlmgen  ernes 
Effendi,  1896):  he  was  a  far-travelled  diplomat,  as  much  inter¬ 
national  as  German  (his  first  work,  on  Japan,  was  in  French,  and 
as  Swiss  consul  at  Yokohama  he  founded  the  Japan  Times,  the 
best  English  newspaper  in  Japan).  The  new  exotic  style  blooms 
with  tropic  splendour  in  the  impressionistic  prose  {Gedankengutaus 
meinen  Wanderjahren,  2  vols.,  19x3;  Erkbmsse  auf  Java,  1924)  of 
Max  Dauthendey  (pp.  245  #•)>  and  ^as  a  good  second  in  the 
Luxemburger  norbert  jacques  (1880-  ).  We  get  the  Far  East  m 

1  Gabriel  Rollenhagen’s  Vier  Bucher  wunderbarMer  indiafcheJ^eiJJ"^l 
repeat  ancient  fables,  and  the  exotic  novels  of  the  seventeenth  century  are 

alS°  Se^e’T knowledge  of  America  was  first-hand:  he  was  d<^PP^  “ 
Hesse  and  sold  to  England  to  fight  the  American  rebels.  Hrs  prose  travel 
descriptions  are  good  forerunners  of  those  by  die 

craze  for  America  was  held  up  to  ridicule  by  Ferdinand  Kumberger  m 
novel  Der  Amerika-MUde  (1855);  he  had  never  been  m  America,  but  used 

Lenau’s  American  experiences  (1832). 
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Jacques’s  novel  Der  Kaufherr  von  Schanghai  (1925),  in  his  Reisetage - 
buck ,  in  his  travel  descriptions  Die  heissen  Stadte  (1911,  1921)  and 
Auf  dem  chinesischen  Fluss;  and  in  Max  Brod’s  Abenteuer  in  Japan 
(1938).  WILLY  SEIDEL  (1887-1934)  gets  to  Egypt  with  his  frivolous 
humour  in  Der  Sang  der  Sakije  (1914),  to  the  Bedouin  desert  with 
Der  Garten  des  Schuchan  (1912)  and  to  Samoa  with  Der  Buschhahn 
(1921).  Waldemar  Bonsels  as  a  theosophist  wanders  about  India 
(p.  320).  Dauthendey’s  successor  as  impressionist  globe-trotter  is 
alfons  paquet  (1881-1944),  who  began  as  a  good  lyric  poet: 
Lieder  und  Gesdnge  (190 2) ;  Auf  Erden  ( 1 906) ;  Held  Namenlos  (1912), 
and  captured  his  public  with  brilliant  books  of  travel:  Li  oder  im 
neuen  Os  ten  (1912),  Er^ahlungen  an  Bord  (1914).  His  expressionistic 
style  makes  even  Paris  exotic  in  his  novel  Kamerad  Fleming  (1912); 
in  his  utopia  of  the  new  humanity,  Die  Prophe^eimgen  (1922),  he 
takes  us  to  Siberia.  Africa  is  the  scene  of  Ernst  Jiinger’s  Afrika- 
nische  Spiele ;  and,  of  course,  Jakob  Wassermann’s  Bula  Matari ,  with 
its  symbolic  illumination  of  the  fermenting  African  jungle,  is  exotic 
literature  in  the  extreme  sense.  French  colonial  life  gives  interest 
to  Friedrich  Schnack’s  travel  pictures  Auf  ferner  Insel:  Gluckliche 
Zeit  in  Madagaskar  (1931).  Asia  comes  (with  Turkey)  into  the  work 
of  Armin  T.  Wegner  (Im  Hause  der  Gluckseligkeit ,  1920;  Der  Knabe 
Hussein ,  1917),  while  Kasimir  Edschmid  finds  scope  for  his  pic¬ 
torial  extravagances  in  South  America  and  the  Wild  West  (Der 
La^o  in  Die  seeks  Mundungen).  The  more  sensational  phase  of  exotic 
literature  is  represented  by  Hanns  Heinz  Ewers  in  his  travel  books 
(Indien  und  ieh ,  191 1 ;  Mit  meinen  Augen ,  1914)  and  in  his  Novellen, 
and  by  Eduard  Stucken’s  Die  weissen  Gotten  (p.  273)  with  the 
Mexican  matter  that  follows  it:  Gerhart  Hauptmann’s  two  Aztec 
plays,  Klabund’s  ballad  Montezuma  (1919),  Jakob  Wassermann’s 
Das  Gold  von  Caxamalka  (in  Der  Geist  des  Pilgers ,  1923),  and  Bruno 
Brehm’s  Die  schrecklichen  Pferde  (1934). 

The  Kolonialroman  is  obviously  exotic,  but  it  forms  a  distinct 
genre,  though  not  an  extensive  one  unless  we  include  literature 
descriptive  of  colonies  in  the  wider  sense  of  lands  colonized  by 
Germans  wherever  they  may  lie,  so  long  as  the  colonists  preserve 
the  German  language  and  German  culture.  This  would  bring  in 
such  works  as  Josef  Ponten’s  Im  Wolgaland>  not  to  speak  of  Aus- 
landsromane  from  Transylvania  and  all  the  other  German  enclaves 
or  colonies.  To  the  German  mind,  of  course,  every  land  where 
German  is  spoken  is  Helmut ;  and  for  this  reason  every  Kolonial - 
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roman  belongs  to  Heimatkunst.  In  the  narrower  sense  of  literature 
descriptive  of  life  in  colonies  which  belong  to  or  did  belong  to 
Germany  Frenssen’s  Peter  Moors  Fahrt  nach  Sudwest  points  the  way 
to  the  South  African  tales  of  Hans  Grimm,  which  are  probably 
more  important  politically  than  in  the  sense  of  literature. 

hans  grimm  (1 875 -  ),  bom  in  Wiesbaden  as  the  son  of  a  pro¬ 
fessor  of  law,  but  by  extraction  belonging  to  the  district  of  the 
Middle  Weser,  worked  in  London  as  an  unpaid  clerk  ( Volontar ) 
and  then  as  a  clerk  in  Cape  Colony  (Port  Elizabeth) ;  in  1901  he 
established  himself  as  an  independent  merchant  in  East  London 
and  spent  his  week-ends  on  his  farm  by  the  Nahoon  river.  He  now 
lives  in  the  Helmut  of  his  ancestors,  in  an  old  cloister-house  by  the 
Middle  Weser  near  Kassel.  He  returned  to  Germany  before  the 
First  Great  War,  and  during  and  after  his  military  service  -  he  did 
not  serve  at  the  front  as  he  had  only  one  eye  -  he  wrote  tales 
embodying  his  colonial  experiences  (Der  Gang  durch  den  S and,  1916). 
He  had  begun  with  Sudafrikanische  Novellen  (1913),  but  ripened  his 
brusque  style  -  face-to-face  like  that  of  Blunck  but  much  more 
natural,  and  like  Blunck’s  style  modelled  on  the  straightforward 
story-telling  of  the  Old  Norse  sagas  -  in  Die  Olewagen-Saga  (1918) 
and  Der  Qlsucher  von  Duala  (1918).  The  latter  tale  is  aimed  at  the 
French:  the  hero,  a  German  colonist,  is  taken  prisoner  in  the 
Cameroons  and  sent,  with  250  other  Germans,  to  the  fever  swamps 
of  Dahomey,  where  they  are  tortured  to  death.  Hans  Grimm  s 
great  effort  is  Volk  ohne  Raum  (1926),  an  interminable  novel  written 
between  1920  and  1 926  after  he  had  visited  what  had  been  German 
South-West  Africa.  The  events  are  vouched  for  as  essentially  true, 
as  are  the  names  of  the  seven  typical  colonists  whose  experiences 
are  described.  The  first  part  of  the  story  is  strict  Heimatkunst:  life 
in  a  hamlet  in  the  Middle  Weser  district  is  meticulously  described, 
and  the  hopelessness  of  outlook  stressed:  even  this  handful  of 
people  in  the  heart  of  the  woods  is  ‘without  space’,  and  those 
who  cannot  find  work  locally  must  move  on  to  factory  work  at 
Bochum,  or  emigrate.  How  to  save  the  German  race  from  this 
‘Sklavennot  der  Enge’  is  the  theme  of  the  book;  for  this  little  village 
is  a  symbol  of  all  Germany,  now  robbed  by  England  of  its  place 
in  the  sun.  ‘The  whole  world  belongs  to  England’,  the  novel 
points  out;  but  ‘the  Germans  must  be  the  allies  of  every  nation 
that  chooses  freedom  and  defies  England’ ;  ‘new  countries  must  be 
divided  according  to  population  and  colonizing  capacity.’  Grimm’s 
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remaining  South  African  tales  are  in  the  same  vein:  Das  deutsche 
Siidwester-Buch ,  1929;  Der  Jtichter  in  der  Karu,  1930;  Duderit^land, 
1934. 


XYII 


THE  HISTORICAL  NOVEL 


In  the  new  historical  novel  we  get  a  symbolic  interpretation  of 
history.  Whether -except,  perhaps,  in  the  scholarly  handling  of 
Ricarda  Huch  -  there  is  always  the  advance  which  is  claimed 
on  the  archaic  Trofessorenroman  of  Dahn  and  Ebers  is  open  to 
question:  max  brod’s  (1884-  )  Tycho  Brahes  Weg  Gott  (19x6)  for 
instance  -  probably  the  most  morally  satisfying  and  philosophical 
of  them  all  —  is  in  style  hardly  less  naive  than  that  of  Ebers.  A 
difference  in  the  problem  there  certainly  is:  whereas  the  archaeo¬ 
logical  novel  made  a  show  of  erudition,  the  new  historical  novel 
illuminates,  in  intention,  the  state  of  mind  or  the  character  of 
people  famous  in  history.  Moreover,  whereas  the  archaeological 
novel  portrayed  the  hero  and  his  period  as  chronologically  isol¬ 
ated,  the  new  historical  novel  interprets  the  present  by  shifting  its 
problems  to  past  times.  In  Tycho  Brahes  Weg  Gott  there  is  a  con¬ 
trast  of  two  types  of  intellect:  the  onrushing  Danish  astronomer 
and  the  cool  and  patient  Kepler;  it  is  a  history,  not  of  stirring 
events,  but  of  Tycho’s  brain-storms  ending  in  a  moral  victory  by 
complete  abnegation  of  self  ( 'Wandlmg );  it  is  the  seeking  of  Go 
that  matters,  not  the  scientist’s  seeking  of  truth.  This  is  the  aim 
and  purpose,  too,  of  R eubini,  Burst  der  Juden  (1925)  and  Galilei  m 
Gefangenschaft  (1948),  two  novels  which  the  author  groups  with 
the  Tycho  Brahe  novel  as  a  trilogy.  In  1939  Max  Brod  emigrated 
to  Palestine  as  a  Zionist  and  was  appointed  director  of  the  Hebrew 
theatre  in  Tel  Aviv.  Here  he  devoted  himself  to  editing  the  great 
edition  of  Kafka  (pp.  45^)-  The  background  of  his  novel  Unambo 
(1949)  is  the  recent  Arab-Jewish  war.  There  is  symbolical  inter¬ 
pretation  of  biblical  history  in  Der  Meister  (1952);  the  hero  of  the 
novel,  Jeschua  (that  is,  Jesus),  rebels  against  Roman  rule  and, 
betrayed  by  Jehuda  (Judas),  dies  for  love  of  his  native  land  In 
Amur  Cicero  (1955)  the  Roman  orator,  after  his  divorce  from  his 
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first  wife,  marries  his  seventeen-year-old  Publilia  and  is  thereafter 
a  slave  to  senile  eroticism.  After  the  Ides  of  March  he  proclaims 
war  against  Antony,  but  is  forced  to  flee  from  Rome,  and  is  over¬ 
taken  by  assassins  outside  his  villa  at  Formiae.  Max  Brod  has 
written  one  drama:  Lord  Byron  kommt  aus  der  Mode  (1929;  see  p. 
33).  Not  the  least  readable  of  his  works  is  Heinrich  Heine  (1934). 

Mysticism  read  into  history  appears  in  the  novels  of  erwin 
guido  kolbenheyer  (i  878-  ),  a  German  of  Sudeten  descent  born 
in  Budapest.  In  Amor  Dei  (1908)  he  interprets  Spinoza,  and  shows 
him  in  stark  contrast  with  Rembrandt;  the  novel  has  merit  if  only 
for  its  patient  mastery  of  historical  detail  and  its  skilful  creation 
of  an  archaic  language  suitable  to  the  period.  The  best  thing  is  the 
technically  excellent  though  simple  explanation  of  the  growth  and 
exposition  of  Spinoza’s  pantheism;  this  alone  makes  the  novel 
valuable  for  students  of  German  literature.  Silesian  mysticism  is 
expounded  in  Meister  Joachim  Pausewang  (1910).  Pausewang  is  a 
cobbler  of  Breslau  who  tells  his  own  story;  behind  him  looms  the 
fascinating  figure  of  another  cobbler,  Jakob  Bohme,  against  the 
dark  background  of  the  Thirty  Years  War.  Kolbenheyer’s  greatest 
effort  -  possibly  his  masterpiece  -  is  his  Paracelsus  trilogy:  Die 
Kindheit  des  Paracelsus ,  1917;  Das  Gestirn  des  Paracelsus ,  1921 ;  Das 
dritte  Reich  des  Paracelsus ,  1925.  Here  it  is  not  so  much  the  philo¬ 
sophical  ideas  of  the  hero  that  matter  as  the  author’s  conception  - 
common  to  all  his  work  -  of  the  Germanic  hero:  the  last  volume 
closes  with  the  device,  in  great  letters,  Ecce  ingenium  teutonicum . 
Kolbenheyer’s  tales  consistently  show  sacrifice  of  self  in  characters 
perfected  by  the  mental  torments  of  experience  in  a  hostile  world. 
This  self-sacrifice  or  philosophic  Wandlung, ,  we  are  to  understand, 
is  a  typically  Germanic  process :  Paracelsus,  the  first  modem  phy¬ 
sician,  frees  himself  in  toil  and  travail  of  mind  from  the  bondage 
of  Mediterranean  thought,  from  the  cobwebs  of  Galen  and  Hippo¬ 
crates.  This  is  the  theme,  too,  of  Kolbenheyer’s  ’prentice  work, 
Giordano  Bruno  (1893),  a  kind  of  tragedy,  revised  and  rechristened 
HeroischeLeidenschaf ten  (1929 ).  The  Italian  philosopher  has  to  evolve 
his  pantheistic  concept  (die  Gottlichkeit  des  Alls),  but  he  can  only 
do  this  by  working  himself  free  from  the  trammels  of  Mediter¬ 
ranean  scholasticism;  and  he  can  do  it  because  his  mother  was  a 
German ;  he  too  is  an  ingenium  teutonicum.  Two  novels  of  Kolben¬ 
heyer  -  Montsalvatsch  (1912)  and Das  Ldcheln  der  Penaten  (1926)  - 
deal  with  social  and  moral  problems  of  today;  in  the  former  a 
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Viennese  student  (self-portraiture  is  assumed)  struggles  with  forces 
that  might  drag  him  down;  in  the  latter  an  artist’s  family  life  helps 
T-iim  to  resist  the  debasing  influences  of  milieu.  A  later  novel.  Reps, 
die  Personlichkeit  (1932),  shows  the  German  Bildungspbilister  on 
shaky  ground  in  a  small  town. 

The  historical  novels  of  Walter  von  molo  (1880-1958)  have  Kol- 
benheyer’s  heroic  conception  of  German  character  as  exemplified 
in  the  great  men  of  the  race.  He  drew  energetic  pictures  of  Schiller 
in  Der  Schiller-Roman  (4  vols. ;  1912-16)  and  of  Frederick  the  Great 
in  Der  Roman  meines  Volkes  (Fridericus,  1918  ;Luise,  1919;  Volk 
wachtauf,  1921),  of  the  Protestant  Reformer  in  Mensch  Luther  (192.%), 
of  the  famous  economist  in  Ein  Deutscher  ohne  Deutschland:  der 
Friedrich  List-Roman  (1931),  of  Prince  Eugene  in  Eugenio  von  Savoy 
(1936),  and  of  Heinrich  von  Kleist  in  Geschichte  einer  Seele  (1938). 

An  Austrian  historical  novel  with  the  old  romantic  hero  wor¬ 
ship  is  Radet^kymarsch  (1932)  by  Joseph  roth  (1894-1939),  who  in 
DieFluchtohneEnde  (1927)  had  written  the  most  terribly  hopeless  and 
cynical  of  the  Heimkehrerromane.  Radet^kymarsch  glorifies  Austria 
in  the  person  of  the  Emperor  Franz  Joseph  with  his  officers  and 
executives;  a  Lieutenant  Trotta  saves  the  Emperor’s  life  at  Sol- 
ferino  by  throwing  himself  on  him  and  forcing  him  to  the  ground 
when  bullets  begin  to  whizz  in  his  direction.  Trotta  is  given  the 
rank  of  Baron  and  the  picture  is  filled  out  by  the  experiences  of 
his  son  and  grandson.  In  spite  of  the  patriotic  heroifications  of 
Franz  Joseph  in  white  uniform  and  red  sash  -  with  a  drip  at  the 
end  of  his  nose  -  the  general  tone  is  anti-royalist,  if  only  because 
the  officers  are  of  poor  intelligence.  The  Trotta  saga  is  continued 
in  Die  Kapwcpnergruft  (1939),  which  ends  with  the  coming  of  Hitler 
and  the  Anschluss-,  there  is  the  note  of  utter  hopelessness  as  the 
tale  fades  out  with  the  march  of  the  Germans  into  Vienna,  while 
Trotta  walks  away  from  the  sordid  pub  he  was  sitting  in  -  and 
goes  through  empty  streets,  alone,  except  for  an  ownerless  dog 
that  follows  him. 

The  reverse  of  hero  worship  is  the  rule  in  those  German  his¬ 
torical  novels  and  vies  romancees  which  have  an  international  market. 
It  is  perhaps  because  they  are  written  mostly  by  Jews  that  they 
have  this  tendency  to  de-bunk  (to  use  the  Yankee  rendering  of 
entheroisieren)-,  and  this  fact  is  one  of  the  reasons  why  a  public 
holocaust  was  made  of  such  stories  in  1933.  Psycho-analytical 
inquisitiveness  is  of  course  the  chief  means  of  revealing  reality  by 
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stripping  biography  of  romance ;  vie  romancee  thus  means,  not  the 
romance  of  a  life,  but  a  fictional  rendering  of  it.  The  historical 
novels  of  lion  feuchtwanger  (1884-1958)  show  little  originality. 
Jud  Suss  (1925)  follows  a  novel  of  the  same  title  by  Wilhelm  Hauff' 
and  the  daughter  hidden  away  in  a  rural  bower  and  discovered  by 
the  sovereign  is  the  heart  of  Conrad  Ferdinand  Meyer’s  tale  of 
Thomas  a  Becket  ( Der  Heilige ),  while  the  two  queens  in  Die  hass- 
liche  Herxpgin  (1926)  are  obviously  the  traditional  German  concep¬ 
tions  of  Elizabeth  of  England  and  Mary  of  Scotland.  Erfolg(\^x\ 
is  a  roman  a  clefs  picturing  the  fall  of  the  Communist  government 
in  Bavaria.  The  originals  of  the  characters  in  Derfalsche  Nero  (1936) 
are  easy  to  guess ;  a  potter  who  strikes  dramatic  poses  is  discovered 
and  made  an  emperor  by  a  capitalist  -  till  he  is  cast  down  and 
crucified  by  his  own  gang,  a  gigantic  soldier  and  a  sly  secretary. 
Feuchtwanger  had  some  success  as  a  dramatist  with  expressionist 
leanings;  of  special  interest  are  the  ‘Dm  angelsachsische  Stucke ’ 
(1927):  Die  P etroleuminseln ;  Kalkutta ,  4  Mai  (with  Bert  Brecht  as 
collaborator) ;  Wird  Mill  amnestiert ? 

stefan  zweig  (1881-1942),  a  Viennese  Jew  with  international 
culture,  is  on  a  higher  plane.  He  began  at  twenty  with  a  mannered 
book  of  verse  (Die  Silbernen  S alien )  and  reached  his  maturity  as  a 
lyric  poet  as  much  in  his  masterly  translations  of  Verhaeren, 
Verlaine,  and  Baudelaire  as  in  the  refined  but  somewhat  imitative 
descriptiveness  of  Die  friihen  Krdn^e  (1907);  his  collected  verse 
appeared  in  19^4  ( [Die  Gesammelten  Gedichte ).  He  is  a  Formkunstler , 
too,  in  his  essays,  intuitive  rather  than  academic,  but  often,  be¬ 
cause  of  their  psycho-analytical  method,  more  illuminating  than 
the  documented  interpretations  of  university  specialists;  DreiMei- 
ster  (1919)  analyses  Balzac,  Dickens,  and  Dostoieffski;  Der  Kampf 
mit  dtm  Damon  (1925)  uncovers  the  pathological  ferments  which 
inspired  Holderlin,  Kleist,  and  Nietzsche;  Drei  Dichter  ihres Lebens 
(1928)  interprets  Casanova,  Stendhal,  and  Tolstoy.  His  books  on 
Verhaeren  (1910)  and  Pomain  Polland  (1920)  revealed  with  brilliant 
insight  the  ultra-modernity  of  these  writers.  Marceline  Desbordes- 
Valmore  (1928)  is  informed  by  the  most  intimate  appreciation  of 
this  poetess.  Triumph  und  Tragik  des  Erasmus  von  Rotterdam  (1935) 
fails  by  the  fact  alone  that  there  is  no  adequate  estimation  of  the 
Latinity  of  this  great  stylist,  but  it  grips  by  its  obvious  bringing 
into  relation  of  its  subject  with  the  conditions  of  today  -  it  is  in 
some  sort  an  idealized  approximation  of  the  essayist’s  self  as  one 
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hating  the  clash  of  conflicts  of  today  and  yet  drawn  at  least  to  their 
orbit  by  intellectual  rank  and  race.  His  denunciation  of  war  rang 
out  at  the  very  height  of  the  War  from  his  drama  Jeremias  (1917); 
here  again  there  is  obvious  identification  of  author  and  hero.  Other 
dramas  of  his  are  Tersites  (1907)  and  an  adaptation  of  Ben  Jonson’s 
Volpone  (1927).  His  short  stories  have  again  mastery  of  form,  but 
they  sometimes  glide  over  feeling  rather  than  probe  into  it.  In 
Erstes  Erlebnis  (191 1)  there  are  distressing  studies  of  the  awakening 
of  sexual  knowledge  in  a  delicate  boy  and  in  girls.  Sordid  sexual 
experience  gives  the  note  of  Amok  (1923);  in  Verwirrung  der  Ge- 
fiihle.  (1926)  there  is  more  of  the  complicated  mental  shock  of 
passion.  Sternstunden  der  Menschheit  (1928)  are  five  historical  minia¬ 
tures;  they  condense  episodes  vital  to  the  progress  of  culture  and 
are  by  their  nature  at  the  rim  of  the  work  by  which  Stefan  Zweig 
has  won  his  public  all  over  the  world  -  his  historical  novels  or 
rather  romanced  history.  Joseph  Fouche  (1929)  and  Marie  Antoinette 
(1932,  a  great  success  as  a  film)  indicate  his  formula:  against  a 
swiftly  moving  and  vivid  historical  background  thrilling  episodes 
of  personal  feeling.  For  British  readers  this  formula  achieves  its 
best  -  and  worst  -  in  Maria  Stuart  (1935):  there  is  the  traditional 
German  contrast  of  the  two  queens  -  Mary  is  the  passionate  lover, 
while  Elizabeth  is  the  erotically  malformed  half-woman,  ‘mutil¬ 
ated  in  spirit  because  abnormal  in  body’,  whose  relations  with  her 
lovers  are  torture  because  she  cannot  give  herself  wholly.  In  1935 
Stefan  Zweig  emigrated  to  England,  where  he  was  naturalized; 
in  1942  he  committed  suicide  together  with  his  second  wife  in 
Rio  de  Janeiro.  He  tells  the  story  of  his  fife  in  Die  Welt  von  gestern 
(I944);  this  is  not  a  consecutive  and  consistent  autobiography;  it 
is  more  a  book  of  memories  with  Zweig  (to  use  his  own  term' in 
the  preface)  as  the  pivot.  His  private  and  intimate  life  is  actually 
cut  out;  there  is  nothing  of  the  love  affair  which  led  to  his  second 
marriage  or  of  his  matrimonial  affairs ;  these  come  out  in  the  book 
published  after  his  death  by  his  first  wife,  Friderike  Zweig:  Stefan 
Zweig  wieich  ihn  erlehte  (1947)  and  in  Stefan  Zweig  -  Friderike  Zweig 
(195  2),  his  correspondence  stretching  from  1912  to  1942.  His  pos¬ 
thumously  published  Siaf  ac  (1948)  had  been  planned  as  a  magnum 
opus  1  he  had  been  working  at  it  for  ten  years,  and  it  was  not  finish 
when  he  died.  Balzac’s  life  is  treated  as  a  tragedy  with  comic  relief; 
and  the  comic  elements  in  the  sordid  story  detract  from  Balzac’s 
stature  as  a  novelist.  The  failure  of  the  book  is  due  to  the  psycho- 
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logically  interesting  but  generally  speaking  repulsive  features  of 
the  ‘case7. 

There  is  a  hectic  tempo  and  a  heaping  up  of  lurid  horror  touched 
up  by  expressionistic  psychology  in  the  historical  novels  of  Alfred 
neumann  (1895-1952).  He  made  his  reputation  with  Der  Teufel 
(1926),  a  melodramatic  handling  of  Olivier  le  Daim  in  his  relation¬ 
ships  with  Louis  XI  and  his  court.  The  background  of  Kebellen 
(1927)  and  its  sequel  Guerra  (1928)  is  formed  by  the  Carbonari 
risings  in  Italy.  History  is  detailed  in  Konigin  Christine  von  Schweden 
(i93  5)>  but  the  thrill  is  in  the  erotic  peculiarity  of  the  queen,  her 
early  Lesbian  experiment,  her  love  for  the  Marquis  de  la  Gardie 
(who  presented  the  silver  codex  of  Ulfilas  to  the  University  of 
Upsala)  and,  in  Rome,  for  Cardinal  Azzolino.  ‘The  tragedy  of  the 
nineteenth  century7  is  unrolled  in  a  trilogy  of  novels  which  chron¬ 
icle  the  life  and  times  of  the  Emperor  Napoleon  III :  Neuer  Casar 
(1934),  Kaiserreich  (1936),  Die  Volksfreunde  (1941).  Es  waren  ihrer 
seeks  (1944)  deals  with  a  rebellion  of  students  against  Hitler  during 
World  War  II. 

The  sexual  extravagance  is  horrific  in  Robert  Neumann’s  (1897- ) 
Siruensee-  (1935);  this  fascinating  doctor  is  a  disciple  of  Rousseau, 
whose  ideas  he  tries  to  put  into  practice  when  he  rises  to  power 
in  Denmark;  the  novel  presents  him  as  a  political  and  social  re¬ 
former,  a  Socialist  or  even  Communist  of  the  Jew  type,  while  the 
Danish  aristocrats  are  represented  as  decadent  sexual  brutes.  Sir 
Basil  Zaharoff  (1934)  romanticizes  the  career  of  the  ‘armaments 
king7,  who  came  from  the  slums  of  Constantinople  to  be  the 
richest  man  in  Europe.  Sintflut  (1929)  plays  round  the  antics  of 
financiers  in  the  Vienna  of  our  day,  while  the  satire  of  Die  Macht 
(1932)  is  aimed  at  the  Nazis.  In  1932  Robert  Neumann  emigrated 
to  England  and  wrote  in  English  (Blind  Man's  Buff,  1949);  several 
of  his  novels  (Die  Kinder  von  Wien ,  1948 ;  Die  Puppen  von  Boschansk , 
1952)  have  been  translated  from  English  into  German.  His  anec¬ 
dotal  Erinnermgen  an  Menschen  und  Gespenster  (1957)  is  a  book  of 
memoirs,  while  Mein  altes  Plans  in  Kent  (1957)  tells  the  story  of  the 
cottage  in  which  he  settled  in  Kent  and  of  what  has  happened  to 
him  there;  the  two  books  together  commemorate  his  sixtieth 
birthday. 

Bruno  frank  (1887-1945)  has  expressionistic  humanity  and  a 
fine  Jewish  culture,  but  in  style  and  outlook  he  is  a  solid,  sensible 
Liberal,  almost  old-fashioned  (by  comparison)  in  his  directness  of 
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expression.  His  historical  novel  Die  Tage  des  Konigs  (1924)  is  a 
scholarly  well-documented  study  of  Frederick  the  Great,  who  also 
dominates  the  scene  in  Trench ,  Roman  eines  Gunstlings  (1926),  a  lively 
picture  of  Prussian  rococo.  Bruno  Frank's  enlightened  Liberalism 
shines  out  from  Tolitische  Novelle  (1928),  a  discussion  rather  than  a 
story,  which  rejects  the  plea  that  antagonism  between  France  and 
Germany  is  a  necessary  evil  and  in  its  vivid  pen-pictures  of  Briand 
(as  Dorval)  and  of  Stresemann  (as  Carmer)  shows  how  elementary 
the  idea  of  permanent  peace  really  is.  His  vie  romancee  of  Cervantes 
(1935)  is  a  thorough  de-bunking;  there  is  topical  interest  in  the 
satirical  account  of  the  decrees  for  the  prevention  of  blood-pollu¬ 
tion  at  a  time  when  there  was  not  a  grandee's  family  in  Spain  but 
Jewish  blood  flowed  in  his  veins.  Don  Quixote  is  shown  to  be  the 
product  of  utter  disillusionment,  not  so  much  of  sex  (though  Dul- 
cinea  is  depicted  as  a  literal  portrait  of  the  country  girl  Cervantes 
marries)  as  of  the  hopeless  misgovernment  of  Spain.  Chamfort  er- 
%ahlt  seinen  Tod  (1937)  is  the  vie  romancee  of  this  French  aphorist. 
DerReisepass  (1937)  is  yet  another  denunciation  of  the  Nazi  regime 
by  an  emigre  (to  the  United  States).  Several  of  Bruno  Frank’s 
dramas  were  successful  on  the  English  stage;  of  these  Zwolftausend 
(1927)  throws  a  lurid  light  on  the  sale  by  a  German  princeling  of 
12,000  of  his  subjects  to  England  as  cannon  fodder.  Sturm  im 
Wasserglas  (1930)  -  James  Bridie's  Storm  in  a  Teacup  (1937)  -  is 
uproarious  in  its  picture  of  a  platitudinous  dictator  engrossed  in 
self  and  dead  to  human  pity.  Nina  (193 1)  is  a  study  of  a  guttersnipe 
transformed  to  a  film-star;  for  love  of  her  husband  she  sacrifices 
her  glamorous  career,  which  is  taken  over  by  a  double.  Die  Tochter 
(1943)  is  based  on  the  life  of  the  mother  of  the  author’s  wife,  a 
cabaret  artiste  who  is  half  Jew  and  half  Pole,  and  of  her  father,  an 
Austrian  officer;  the  ground  theme  is  anti-Semitism.  Bruno  Frank 
is  most  effective  where  his  allusions  are  transparent  -  e.g.  the 
theatre  director  in  his  Novelle  Der  Magier  (1929)  resembles  Max 
Reinhardt;  where  he  handles  merely  pathological  problems  he  has 
no  incisiveness  -  e.g.  in  his  drama  Die  Schwestern  und  der  Fremde 
(1918),  in  which  a  physically  cold  intellectual  humanitarian  satisfies 
the  desires  of  a  girl  doomed  by  consumption,  but,  when  she  dies, 
tells  her  robust  sister,  who  wishes  to  fill  the  gap,  that  he  is  an  icy 
monster. 


XVIII 


THE  DRAMA 
OF  EXPRESSIONISM 


In  the  expressionistic  drama  there  is  a  continuation  of  Haupt¬ 
mann’s  innovation  in  Die  Weber  and  F lorian  Gejer:  the  charac¬ 
ters  are  not  extraordinary  individuals  but  types  representing 
groups  and  masses ;  and  since  they  are  symbols  they  are  given  no 
names,  but  appear  as  ‘the  father’  (that  is,  any  father),  ‘the  son’, 
‘first  sailor’,  ‘second  sailor’,  ‘the  clerk’,  etc.  The  characterization  is* 
not  by  stage  directions  but  by  what  is  said  and  done  on  the  stage. 
The  language,  following  the  theory  that  expression  must  be  ‘ 'geballf , 
i.e.  frantically  concentrated  like  strength  in  a  clenched  fist,  is 
grotesquely  ungrammatical  -  conjunctions  and  articles  fall  out, 
sentences  are  syncopated,  separable  verbs  obstinately  cling  together 
-  and  the  clause  is  reduced  to  rudimentary  forms,  differing,  how¬ 
ever,  from  the  Telegrammstil  of  the  naturalists  in  that  whereas  the 
latter  indicated  the  conversational  carelessness  of  mental  apathy, 
a  scattering  of  small  shot,  the  expressionistic  shortening  comes 
from  the  swiftness  of  ecstasy  or  frenzy,  the  whizzing  of  a  bullet 
straight  at  the  mark.  In  dramatic  construction  there  is  a  return  to 
antiquated  technique :  monologues  reappear,  verse  and  prose  alter¬ 
nate,  rhyme  heads  off  a  climax.  For  the  looseness  of  construction 
and  stylistic  grotesqueness  of  these  plays  the  models  were  found, 
not  only  in  Strindberg1  and  Wedekind,  but  in  the  Sturm  und  Drang 
dramas  of  Lenz  and  Klinger,  and  particularly  in  Georg  Buchner’s 
(18x3-37)  Woy^eck  (published  1879).  The  new  technique  appears 

1  Technique  is  influenced  by  Strindberg’s  Nad  Dam  as  has  (1898);  here 
there^is  no  plot,  and  the  construction  is  merely  a  juxtaposition  (‘Nebenem- 
T  stat*ons  *  strength  of  such  plays  is  in  the  passion  and  despair 

of  their  monologues.  These  ‘ecstatic’  explosions  are  derided  as  c Schreidratnen* 
(particularly  those  of  August  Stramm  and  Oskar  Kokoschka)  and  c0  Mensch 
Dramen  . 
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in  reinhard  Johannes  sorge’s  (1892-1916)  Der  Settler  (1912);  on 
a  stage  illuminated  by  searchlights  the  walls  of  a  cafe  recede  and 
the  hero  recites  his  lines  against  the  purple  night-sky;  or  he  turns 
to  the  spectators  and  harangues  them.  Son  and  father  fight  out 
their  quarrel  with  the  lyric  logic  loaded  against  the  parent  in 
Walter  hasenclever’s  (1890-1940)  drama  Der  Sohn  (1914);  only 
a  convenient  fit  of  apoplexy  saves  the  father  from  being  shot  by 
his  son.  ‘It  is  the  old  song  against  injustice  and  cruelty/  cries  the 
son;  father  is  to  son  as  King  Philip  was  to  Don  Carlos.  This 
literary  spirit  of  revolution  had  its  share  in  the  smashing  of  the  old 
regime ;  but  it  quickly  degenerated  into  political  Communism, 

It  is  in  the  drama  that  the  grotesque  suggestiveness  of  expres¬ 
sionism  forces  its  claim  to  at  least  historical  significance.  Disciples 
ofWedekind  are  Paul  Kornfeld,  Carl  Sternheim,  and  Georg  Kaiser. 
paul  kornfeld  (1889-  )  turns  away  not  merely  from  reality  but 
from  psychology,  which,  he  says,  tells  us  as  little  as  anatomy  does 
of  the  nature  of  man,  who  is  ‘the  mirror  and  shadow  of  the  eternal 
and  God’s  mouth’;  reality  is  a  mistake,  the  truth  is  raptness  of  soul 
(Beseeltheit).  Kornfeld  would,  therefore,  banish  character  from  the 
stage  and  replace  it  by  soul,  i.e.  the  divine,  or  the  non-human  and 
non-temporal;  ‘let  us  leave  it  to  the  working  day’,  he  cries,  ‘to 
have  character,  and  let  us  be  nothing  but  soul.’  In  harmony  with 
this  conception,  actors  are  not  to  be  afraid  of  waving  their  arms 
about;  intensity  of  expression  is  beyond  the  means  of  traditional 
acting;  exaltation  is  to  be  achieved,  not  by  physical  illusion  such 
as  the  cothurnus  gave  the  Greeks,  but  by  illumination  from  within ; 
the  soul  is  to  shine  forth  in  the  dimness  of  reality  like  a  luminous 
dial  in  the  night.  Therefore,  in  Kornfeld’s  dramas  (Die  Verfuhrung> 
1913 ;  Himmel  und  Holle,  1918)  there  are  no  characters,  only  souls 
‘making  mighty  speeches  with  mighty  gestures’,  carl  sternheim 
(1878-1942)  in  his  comedies  shows  up  the  respectable  middle 
classes,  to  which  by  birth  he  belonged  (he  was  a  banker’s  son)  ;  to 
him  the  Burger  is  not  Monsieur  Homais,  slippered  and  sleek  and 
harmless,  but  a  loathsome  blend  of  venomous  toad,  braying  ass, 
and  scarecrow.  In  his  prose  treatise  Tasso  oder  Kunst  des  Juste  Milieu 
(1921)  he  pillories  Goethe  himself  as  a  petty  Philistine !  His  most 
characteristic  work  is  to  be  found  in  a  series  of  eleven  comedies, 
written  1908-22,  and  grouped  under  the  ironic  title  Ams  dem  burger- 
lichen  Heldenleben.  Typical  of  his  comedies  ‘of  manners’  ~  they  are 
as  cold  and  sharp  as  a  surgeon’s  knife  -  is  Burger  Schippel  (1913), 
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the  story  of  a  bastard  who  happens  to  be  so  good  a  singer  that  he 
is  indispensable  for  a  concert  which  is  to  be  given  at  the  local 
Court:  he  is  admitted  to  the  quartet  which  traditionally  carries  off 
the  honours,  but  not  to  the  society  to  which  the  other  members 
of  the  quartet  belong;  he  has,  however,  the  rapture  of  seeing  the 
inside  of  their  houses  and  of  marrying  his  forms  to  a  cushioned 
arm-chair;  and  when  the  maiden  sister  of  his  host  passes  through 
the  room  he  can  sniff  the  air  and  murmur  in  Wagnerian  alliter¬ 
ations:  Weisse  Wasche  weht  voruber!  The  dizzy  height  of  happiness 
would  be  to  marry  this  unapproachable  lady;  and  she  is  actually 
thrust  at  him  when  she  is  compromised  by  the  local  prince  -  but 
Schippel  turns  forth  a  lofty  pride  and  refuses  her  as  tainted  goods; 
upon  which  he  is  challenged  to  a  duel  by  one  of  the  quartet,  who 
is  in  a  state  of  collapse  before  pistols  are  raised,  but  not  more  so 
than  Schippel,  who,  however,  discharges  his  weapon,  perhaps  by 
the  shaking  of  his  nerves,  and  is  then  canonized  as  a  member  of 
the  middle  classes.  Islanded  in  the  play  like  a  green  refuge  is  the 
love  scene  of  prince  and  maiden,  with  the  shreds  of  ragged  ro¬ 
mance  and  echoes  of  ancient  verse  still  clinging  to  the  stripped 
sentences  gaunt  with  disillusionment.  Oskar  Wilde:  sein  Drama 
(1925)  has  no  more  than  symptomatic  interest.  In  Sternheim’s 
short  stories  —  the  best  are  collected  as  Chronik  von  des  s^wan^igsten 
Jahrhunderts  Beginn  (1918)  -  there  is  the  same  pitiless  dissection  of 
the  middle  classes ;  but  here  he  has  more  scope  for  uncovering  the 
hidden  springs  of  impulse  and  action:  the  powers  that  decide  lie 
wo  wie  ein  geschwellter  Kessel  der  Leib  ^wischen  Schenkel  und  Hufte  ein- 
gelassen  isf ;  and  perhaps  the  pencil  sketch  of  Stemheim  given  by 
Soergel,  which  shows  him  lying  immaculately  dressed  but  with 
his  abdomen  bared  and  simmering,  sufficiently  pictures  his  con¬ 
ception  of  the  genesis  of  art  as  of  vital  energy.  In  the  tales  there  is 
something  of  a  Nietzschean  approval  of  characters  who  see  through 
their  fellow-men  and  exploit  them:  thus  the  hero  of  Scbuhlin  (1913) 
is  a  pianist  and  composer  who  lives  on  the  wealth  of  a  rich  pupil 
and  the  labour  of  his  wife ;  the  grim  humour  lies  in  the  efforts  of 
each  worshipper  to  outdo  the  other  in  sacrifice,  and  the  end  of  the 
comedy  is  that  the  pupil,  his  last  penny  gone,  stabs  the  wife,  who 
Would  still,  if  she  remained  over,  have  the  comfort  of  her  body  to 
offer  the  sybarite.  As  to  Schuhlin:  c Sanfte  Trauer  hindert  ihn  nicht> 
unver^uglich  neue  Verbindungen  %u  suchen,  die  die  Mattel  jenem  Deben 
sichern  sollen,  das  er  ah  ihm  gemass  und  seiner  Bedeutung  ^ukommend,  ein 


THE  DRAMA  OF  EXPRESSIONISM  391 

fur  allemal  erkannt  hatte The  titular  hero  of  Napoleon  (1915)  is  a 
chef  in  Paris  who,  a  master  of  his  art,  is  entitled  to  look  down 
with  withering  scorn  on  the  creatures  he  feeds.  Meta  (1916)  records 
the  triumphs  of  a  servant  girl  who  resists  her  lover  but,  after  his 
death  in  the  War,  exhausts  her  virgin  body  with  his  dream-shape, 
and,  inured  by  pain  and  observation  to  the  demoniac  nature  of 
love,  enslaves  master  and  mistress.  Sternheim’s  style  in  his  tales  is 
wilfully  experimental  and  typically  expressionistic :  articles  and 
prepositions  are  cast  away,  Saxon  genitives  prevail,  the  limbs  of 
the  sentence  are  closely  compressed,  and  there  is  a  metallic  harsh¬ 
ness  in  the  denotation  of  the  rushed  action.  In  the  long  novel 
Europa  (1919),  an  ambitious  attempt  to  show  West  European 
society  ripening  for  its  ruin  in  the  War,  this  ‘precious’  style  ossifies. 

georg  kaiser  (i 867-1945)  was  certainly  a  gifted  dramatist:  he 
was  steeped  in  the  routine  of  the  theatre,  and  did  not  stand  above 
sensational  effects,  but  he  had  the  daring  of  the  pioneer  and  a  skill 
in  the  symmetrical  handling  of  symbol  which  made  even  his  failures 
interesting.  His  first  plays  were  studies,  influenced  by  Freud,  of 
sexual  states  and  problems.  The  first  to  be  published  was  Kektor 
Kleist  (1905);  this  play  -  a  Tragikomodie  he  calls  it  -  ends  with  the 
suicide  of  a  grammar-school  boy  owing  to  the  tyranny  of  his 
teachers.  In  spite  of  the  not  inadequately  motivated  catastrophe  it 
is  mainly  farcical  satire  and  belongs  to  the  contemporary  revolt 
against  the  school  system  (see  pp.  17,  280).  Much  of  the  fun  is 
provided  by  the  writhings  of  the  headmaster  under  the  stinging 
irritation  of  his  gluteal  callosities  (Gesassgetriebe).  What  value  the 
play  has  lies  in  the  corrosive  analysis  of  this  diseased  headmaster 
-  too  feeble  to  have  children  -  and  of  the  blustering  gymnastics 
master  as  the  opposite  extreme  of  robustious  health  (he  is  the 
father  of  twins)  and  naive  boy-scout  morality.  Die  judische  Witwe 
(1911)  shows  a  Judith  unwillingly  chaste;  her  marriage  with  an 
old  man  has  not  been  consummated,  and  her  people  reward  her 
for  slaying  Holofernes  by  making  her  a  Virgin  of  the  Temple, 
privileged  to  tread  the  Holy  of  Holies  with  the  High  Priest;  in 
him  she  at  last  finds  her  man.  There  is  much  that  is  loathsome  in 
this  recklessly  Jewish  drama:  above  all,  the  bath  scene  with  its 
detailed  unfolding  of  sexual  obsession  in  the  doddering  old  scholar 
into  whose  limp  arms  the  girl  has  been  thrust  by  her  decent  family, 
and  the  maid’s  awakened  body  calling  even  for  the  crazed  and 
impotent  old  fool,  like  a  child  for  its  toy;  but  the  intention,  to 
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concentrate  in  a  symbol  expanding  and  bursting  like  a  gorgeous 
tropical  flower  the  physical  need  which  is  the  source  of  existence 
is  realized  in  the  final  scene  where  the  virgin  widow,  who  has 
saved  herself  by  a  swing  of  Holofernes’  curved  sword  from  the 
trampling  lust  of  the  Assyrian  army,  is  again  brought  by  her  decent 
family  to  the  sacrifice,  this  time  to  be  thrust  for  religion’s  sake 
into  a  loathsome  virginity.  She  writhes  and  recoils,  as  she  had  done 
at  the  first  sacrifice  of  her  body;  but  as,  while  she  is  held,  the  priest 
from  Jerusalem  is  stripped  shred  by  shred  of  his  ceremonial  vest¬ 
ments  and  his  manly  beauty  of  thews  and  sinews  lights  the  black 
gloom  of  the  Temple,  her  struggles  cease:  cleise  fasten  ihre  Finger , 
denen  die  Hande  mit  gross eren  Fldchen  langsam  nachgehen,  an  den  eigenen 
Gliedern  herab.  Ihr  Leib  spanntsich  -  und  aus  alien  Verfolgung,  Vorwurf 
und  Bestimmung  baut  ersich  neu  und  roller  auf.  Ihre  Finger  ttfttem  urn  den 
Saum  ihres  kur^en  Kleides ,  als  hoben  sie  damn.  Die  Saule  ihres  %ur  Erde 
stehenden  Haares  tragt  die  Stirn  ihrerschonen  Madchenkraft ,  wie  die  Krone 
heiligsten  Gebietensl  Such  a  picture,  electric  and  sated  with  symbol 
-  the  self-sacrifice  and  consummation  of  love  in  the  Holy  of  Holies, 
where  priest  is  husband  and  husband  is  priest  -  is  the  measure  of 
Georg  Kaiser’s  exploring  spirit.  Through  Konig  Hahnrei  (1913) 
Tristan  and  Isolde  move  almost  as  hallucinated  automatons,  while 
the  interest  is  concentrated  on  the  senile  erotic  impotence  of  King 
Mark.  In  hiding  he  has  heard  Isolde  tell  Tristan  how  in  Ireland 
her  boy  brother  embraced  her  with  his  feet  pressed  on  her  lap; 
the  picture  becomes  a  fixed  idea,  which  drives  the  old  man  crazy. 
The  end  is  vivid:  Mark  hurls  a  spear,  Isolde  covers  Tristan’s  back 
with  her  breast,  the  spear  pierces  both,  and  unites  them  in  death. 
The  "new  man’  of  expressionist  ethics  stands  four-square  to  the 
blasts  of  fate  in  Die  Burger  von  Calais  (1914):  when  six  volunteers 
are  called  for  to  be  delivered  up  to  King  Edward,  seven  come 
forward;  one  too  many  means  that  one  may  hope  to  survive;  the 
sacrifice  for  the  city  would  thus  be  a  gamble;  but  one  of  the  seven 
slays  himself  to  end  the  conflict.  He  is  the  new  man  who  is  bom: 
he  who  readily  sacrifices  himself  for  others.  The  play  is  notable 
for  the  chiselled  majesty  of  its  language;  it  is  as  monumental  and 
rugged  in  words  as  Rodin’s  group  is  in  bronze.  Europa:  Spiel  und 
Tan\  (1915)  is  a  skit  on  the  aesthetic  effeminacy  of  modern  times. 
In  Von  Morgens  bis  Mitternachts  (1916)  Kaiser  pursues  his  idea  that 
industrial  man  is  an  automaton:  a  bank-clerk  turned  by  routine 
into  a  calculating  machine  runs  out  into  life  —  with  60,000  marks 
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from  the  till;  only  to  find,  between  morn  and  midnight,  that 
money  buys  nothing  worth  having.  Der  Zentaur  (1916)  shows  the 
influence  on  Kaiser  of  Sternheim’s  satirical  comedies.  A  grammar- 
school  master  is  engaged,  and  his  fiancee  is,  by  the  terms  of  grand¬ 
mamma’s  will,  to  forfeit  the  fortune  bequeathed  to  her  unless 
within  the  space  of  one  year  there  is  a  child.  But  the  schoolmaster 
has  always  lived  a  model  life,  and  has  no  idea  whether  he  will  be 
able  to ;  so  he  tries  himself  out  on  a  loose  woman,  gets  the  repu¬ 
tation  of  being  a  centaur,  and  loses  fiancee  and  post.  Kora/le  (1917) 
is  a  striking  presentation  of  life  as  a  flight  from  starvation;  and 
millionaires  are  simply  those  who  flee  farthest;  hence  they  are  the 
most  abject  cowards.  That  they  trample  under  foot  those  who 
cannot  or  do  not  flee  does  not  stay  their  feet.  Poverty  is  contrasted 
with  wealth  in  the  very  effective  second  act,  the  scene  of  which  is 
on  the  deck  of  the  millionaire’s  luxurious  yacht:  below  the  tourists 
lolling  in  the  tropic  heat  are  the  stokers  in  the  hold:  and  the  two 
worlds  are  separated  only  by  thin  planks.  (We  find  this  motif  in 
Freiligrath’s  poem  Von  unten  aufi)  The  son  and  the  daughter  of 
the  millionaire  -  himself  the  son  of  a  worker  cast  off  when  too  old 
to  slave  -  turn  Socialist;  and  the  millionaire’s  heartless  theories 
beat  helplessly  against  the  armoured  convictions  of  their  new 
humanitarianism.  In  his  despair  the  millionaire  listens  to  his  secre¬ 
tary,  who,  a  clergyman’s  son,  comparing  the  paradise  of  his  own 
childhood  with  the  pampered  upbringing  of  the  millionaire’s  son, 
states  the  law  that  experience  proves :  ‘Vater  und  Sohn  streben  von - 
einander  weg.  Es  ist  immer  ein  Kampf  um  Leben  und  Tod.’  The  million¬ 
aire  has  worked  for  another  law:  that  the  son  is  the  inner  double 
( Doppelgdnger )  of  the  father.  But  to  the  son  the  paradise  prepared 
for  him  is  hell,  because  he  has  looked  below  himself,  and  the  only 
double  the  father  has  is  an  outer  double:  his  secretary.  For  secre¬ 
tary  and  millionaire  are  each  the  living  image  of  the  other,  and  the 
secretary’s  identity  has  to  be  marked  by  a  coral  on  his  watch-chain. 
As  the  secretary  unfolds  the  happiness  of  his  youth  (though  he, 
too,  had  followed  the  law  and  rebelled,  to  strike  out  a  career  for 
himself)  the  millionaire  realizes  that  wealth  is  stored  within,  in 
recollections  that  the  experiences  of  manhood  may  ruffle  but  only 
as  the  wind  stirs  the  sea,  and  he  takes  up  the  revolver  with  which 
his  son  had  intended  to  kill  him,  shoots  the  secretary,  puts  the 
coral  on  his  own  watch-chain,  is  condemned  for  the  murder  of 
himself,  but  is  happy  :  T  have  got  back  to  the  paradise  behind  us,’ 
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he  says;  T  have  smashed  the  gate  open,  and  now  I  stand  in  the 
softest  meadow  green.  Over  me  streams  the  blue  of  heaven.5  Here 
again  Gluck  rhymes  with  ^uriick  as  in  the  village  idylls  of  Voss  and 
his  followers.  In  the  two  parts  of  Gas  ( Gas  I,  1918 ;  Gas  II,  1920) 
Kaiser  deals  with  the  problem  of  the  mechanization  of  humanity 
by  factory  labour;  the  son  of  the  millionaire  who  in  Koralle  is 
executed  for  murder  tries  to  liberate  these  mechanized  slaves,  and 
fails  lamentably :  they  will  not  relinquish,  for  healthy  natural  labour 
amid  the  fruit  and  flowers  of  the  field,  the  quick  gain  that  machines 
bring  them.  They  are  not  even  frightened  by  an  explosion  that 
wrecks  the  factory,  although  they  are  aware  that  it  may  be  re¬ 
peated.  The  factory  hand  is  not  to  be  turned  into  the  ‘new  man5; 
in  his  case  it  is  too  late  for  Wandlung,  Faultlessly  symmetrical  and 
gruesome  in  its  Wellsian  glare  of  futuristic  science  is  Gas  II,  which 
ends  with  the  extinction  of  all  and  everything  by  a  pellet  of  poison 
gas.  Kaiser  managed  to  remain  in  Germany  during  the  Nazi  period 
-  but  silenced  and  almost  starving  -  until  just  before  the  outbreak 
of  the  war  he  found  a  refuge  in  Switzerland.  Here  he  wrote  thir¬ 
teen  plays,  the  most  successful  of  which  was  Der  Soldat  Tanaka 
(1940) ;  the  hero  is  a  Japanese  private  soldier  who  suddenly  realizes 
what  a  horrible  business  soldiering  is.  Thereafter  Kaiser  turned, 
like  Gerhart  Hauptmann  in  his  final  stage,  to  Greek  themes;  his 
Hellenic  trilogy  (1948)  Zweimal  Amphitryon ,  Pygmalion,  and  Bellero- 
phon  is  in  iambic  verse.  It  might  be  shown  that  the  ‘classical5  form 
in  these  Greek  dramas  is  negatived  by  an  absolutely  modern  and 
brutal  form  of  realism  which  is,  or  is  not,  compensated  for  by 
Kaiser’s  specific  symbolism  or  playing  with  ideas  (‘ DenkspielereP ), 
whereas  Hauptmann  comes  nearer  to  the  traditional  form  of  Greek 
drama  on  (more  or  less)  the  Greek  pattern.  The  trilogy  might 
actually  be  classed  as  anti-myth;  for  not  only  is  a  great  part  of  the 
action  reduced  to  crass  reality  by  the  reflection  that  provides  the 
modern  symbol,  but  the  gods  and  goddesses  themselves  are,  in 
greater  or  less  degree,  comic.  The  other  dramas  of  Kaiser  show 
the  same  flair  for  piquant  plots  (Der  Brand  im  Opernhaus ,  1919; 
Holle ,  W eg,  Erde,  1919  —  one  of  the  great  successes  of  expressionist 
staging;  Der  gerettete  Alkibiades,  1920;  Die  Flush t  nach  Venedig, 
1923  -  de  Musset  and  George  Sand).  Kaiser  tried  his  hand  at  a 
novel  with  Es  ist  genug  (1932):  the  theme  is  a  father’s  prepared 
plan  of  incest  with  his  own  daughter. 

ernst  toller  (1893-1939)  pairs  with  Kaiser  as  a  Communistic 
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dramatist;  but  while  Kaiser  would  lift  up  the  proletariat  and  liber¬ 
ate  them  from  the  deformation  of  routine  labour,  Toller  descends 
to  them  wholeheartedly  and  identifies  himself  with  their  aims  and 
hatreds ;  where  Kaiser  uses  politics  for  the  drama.  Toller  uses  the 
drama  for  politics.  In  Die  Wandlung  (1919)  a  soldier,  who  by 
patriotism  has  earned  the  respect  of  his  fellow-countrymen,  casts 
off  all  outward  honour  to  be  born  again  as  pure  man  calling,  in 
love,  his  brothers  to  revolution.  Masse  Mensch  (1920)  discusses  the 
question  whether  murder  in  the  cause  of  progress  is  to  be  tolerated 
or  not;  the  State  that  murdered  by  means  of  generals  was  Moloch, 
and  so  are  the  masses  if  they  murder  for  the  sake  of  a  cause.  In  Die 
Maschinensturmer  (1922)  the  mass  of  the  workers  are  the  collectivist 
hero.  The  revolutionary  propaganda  is  taken  back  to  the  Luddite 
riots  in  England;  it  proclaims  Kaiser’s  doctrine  that  machinery 
makes  men  automatons  and  destroys  the  soul.  Der  deutsche  Hinke - 
mann  (1923)  is  bitter  with  disillusionment;  a  war  veteran  returns, 
with  his  virility  shot  away,  to  his  wife.  Feuer  aus  den  Kesseln  (1930) 
dramatizes  the  revolt  of  the  sailors  at  Kiel  which  was  the  begin¬ 
ning  of  the  end  of  the  War.  In  1919  Toller  was  imprisoned  for  his 
share  in  Kurt  Eisner’s  coup  d'etat  in  Munich,  and  during  his  in¬ 
carceration  he  wrote  his  poem  Das  Schwalbenbuch  (1923):  a  pair  of 
swallows  make  their  nest  in  his  cell,  and  he  describes  their  summer 
life.  In  I  was  a  German  (1934),  written  as  a  political  exile  in  English, 
and  in  Fine  Jugend  in  Deutschland  (1934),  Toller  tells  his  own  story. 
He  hanged  himself,  as  a  refugee,  in  New  York  in  1939. 

The  Communism  in  the  plays  of  Toller  and  other  Akiivisten  is 
interesting  in  its  revelation  of  the  mentality  produced  by  the  col¬ 
lapse  of  the  militaristic  system  in  1918.  The  war  at  sea  found  its 
dramatist  in  reinhard  goering  (1887-1936);  the  action  of  his 
Seeschlacht  (1917)  takes  place  in  the  turret  of  a  cruiser  before  and 
after  the  Battle  of  Jutland;  the  conflict  is  between  duty  and  revolu¬ 
tion;  the  seven  sailors  fire  the  guns  rather  than  rebel,  because  it  is 
easier  to  obey,  but  the  ideas  of  mutiny  are  not  so  much  political  as 
bound  up  with  the  question  of  intense  individual  life  calling  away 
from  an  impersonal  fate  that  rolls  its  slaves  round  and  round  as 
cogs  in  a  grinding  wheel.  The  action  of  Scapa  Flow  (1919)  is  before 
and  after  the  sinking  of  the  surrendered  German  fleet. 

The  war  on  land  finds  its  most  lyrical  expression  in  the  verse 
plays  of  fritz  von  unruh  (1885-  ).  He  had  begun,  while  serving 
as  a  Prussian  officer,  with  two  tragedies,  Offi^iere  (1912)  and  Louis 
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Ferdinand,  Prin%  von  Preussen  (1913),  both  influenced  by  Heinrich 
von  Kleist;  both  have  actually  the  same  problem  as  Kleist’s  Der 
Prin^  von  Homburg  ~  whether  an  officer  is  entitled  to  act  contrary 
to  his  instructions,  even  when  success  is  achieved  by  insubordin¬ 
ation.  The  experience  of  the  War  turned  von  Unruh  into  a  pacifist. 
The  revulsion  from  war  which  was  to  become  a  general  feature  of 
German  literature  began  as  early  as  1914  with  his  dramatic  poem, 
written  in  the  field,  Vor  der  Entscheidung  (published  1919).  The 
prose  epic  Opfergang,  written  during  the  fight  for  Verdun  in  1916, 
was  published  in  1918.  Ein  Geschkcht  (1917),  a  verse  drama,  is  a 
phantasmagoria  of  orgiastic  passions  let  loose  by  war:  there  is  a 
tragic  mother  two  of  whose  sons  have  been  condemned  to  death, 
one  for  cowardice  and  the  other  for  violating  women  (he  cannot 
conceive  why  the  individual  in  war  should  not  have  the  same  right 
to  cut  through  law  that  the  State  has) ;  he  even  rages  with  incestu¬ 
ous  desire  for  his  sister,  who  feels  the  same  flame.  Sister  and 
brother  curse  their  mother,  in  whom  they  see  merely  a  tool  of  the 
State  producing  sacrifices  for  the  State.  In  the  sequel,  P!at%  (1920), 
the  restoration  of  order  is  shown  to  depend  on  the  victory  of 
expressionistic  ethics :  humanity  must  turn  away  from  mechanized 
civilization  and  find  salvation  in  the  love  of  all  for  all.  Sturme 
(1923)  continues  Unruh’s  fight  for  his  concepts  of  a  new  ethical 
doctrine  which  grants  freedom  of  the  will,  while  Heinrich  von  Ander - 
nach  (1925),  a  Festspiel  written  for  the  celebration  of  the  millennium 
of  the  Rhineland,  calls  for  peace  among  the  nations.  In  Bonaparte 
(1927)  the  proclamation  of  Napoleon  as  Emperor  is  stultified  by 
his  judicial  murder  of  the  Due  d’Enghien.  In  Unruh’s  Renaissance 
novel  Die  Heilige  (1951)  Catherine  of  Siena,  determined  to  save  the 
soul  of  an  atheist,  feels  an  inrush  of  earthly  love  in  his  presence ;  "this 
is  the  grave5,  he  tells  her  in  her  cell ;  The  bride  of  Christ  must  choose 
between  two  bridegrooms,  between  the  call  of  the  senses  and  that 
of  mystic  devotion  to  an  idea.5  The  novel  is  starred  with  a  motto 
from  Balzac:  Tacts  are  nothing.  They  do  not  exist.  Nothing  re¬ 
mains  to  us  but  ideas.5  Thus  in  Unruh’s  work  generally,  crude  and 
violent  as  it  may  seem,  the  driving  force  is  the  mysticism  of  ideas 
mightier  than  law  and  custom.  This  is  the  tenor  too  of  the  some¬ 
what  grotesquely  handled  novel  Furchtet  nichts  (1952),  which  plays 
round  the  accouchement  of  the  court  goat  at  St  Petersburg. 

The  dramas  of  the  Viennese  writer  anton  wxldgans  (1881- 
1932),  who  for  a  time,  after  experience  as  a  judge,  was  director  of 
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the  Burgtheater,  evolve  from  the  hectic  naturalism  of  his  first  two 
plays,  In  Ewigkeit,  Amen  (1913),  in  which  his  knowledge  of  law- 
court  procedure  comes  to  the  fore,  and  Armut  (1915)  -  an  official 
is  stricken  with  illness,  his  wife  is  embittered,  the  daughter  talks 
of  selling  herself  to  the  lodger,  while  the  lyrically  exalted  son 
mouths  a  hymn  to  humanity  -  to  what  has  been  called  Halb- 
expressionismus  in  Dies  Irae  (1919),  another  notorious  handling  of 
the  eternal  son-father  conflict:  the  son  shoots  himself  with  a  toy 
pistol  because  the  father  will  not  understand  him.  Liebe  (1919) 
treats  the  pathetic  dying  down  of  the  erotic  urge  in  the  married 
life  of  ageing  couples.  Wildgans  had  planned  a  trilogy  of  Biblical 
plays:  Kain  (1920),  Moses,  and  Jesus,  but  only  the  first  was  com¬ 
pleted.  More  lasting  probably  will  be  his  lyrical  work:  Herbst- 
fruhling  (1909),  Und  hdttet  der  Liebe  nicht  (191 1),  Die  Sonette  an  Ead 
(1913),  Osterreichische  Gedichte  (1915),  Mi t tag  (1917).  There  is  a 
venturesome  modernity  of  thought  in  some  of  the  poems,  often 
rawly  expressed  as  in  Klimakterium,  Dirnen.  He  analyses  his  own 
sexuality  in  his  Sonette  an  Ead.  Ead  is  his  name  for  the  lover  of  his 
dreams :  a  poet,  the  argument  runs,  cannot  be  chained  to  hearth 
and  wife  (ihm  •sjemt  %u  rasen,  \  Wenn  aus  seinem  Leib  \  Schwelende 
Schwule  nebelt  t(um  Gekirne),  and  so  for  him  was  created  die  Dime , 
but  not  she  who  prowls  for  prey  under  the  lamplight  of  towns,  but 
the  woman  to  whom  God  has  given  beauty  and  passion;  and  so 
she  queens  it  over  creative  spirits.  The  Queen  of  all  is  she  who 
comforted  Christ  on  the  Cross  (Hure  und  eines  Hollands  Trosi) ;  and 
she  is  Lilith,  Astaroth,  Omphale,  and  Salome  who,  denied  her 
desire,  asked  for  the  head  of  the  prophet  on  a  charger.  Dreaming 
of  the  lover  of  his  fevered  dreams  the  poet  asks:  ‘Am  I  faun  or 
Pan?’  As  the  cycle  closes  he  knows  that  he  has  dreamt  of  her  as  a 
faun,  but  that  now,  purified  by  vision,  he  is  Pan  -  and  Poet.  There 
is  a  light  lift  in  the  rhythm  of  the  sonnets  and  a  wealth  of  allusion 
and  imagery.  His  Dorfidylle  in  somewhat  clumsy,  often  flatly  pro¬ 
saic  hexameters,  Kirbisch  oder  der  Gendarm,  die  Schande  und  das  Gluck 
(1927)  is  generally  rated  higher  than  Gerhart  Hauptmann’s  Anna. 
It  is  a  village  idyll  which  is  the  reverse  of  idyllic,  as  the  full  title 
indicates;  actually  it  is  not  so  much  a  negative  counterpart  of 
Goethe’s  Hermann  und  Dorothea  as  a  symbol  of  Austria  in  the  last 
decaying  days  of  the  old  Austrian  Empire;  the  gendarme  who  is 
the  titular  hero  is  typical  of  the  self-indulgent  guzzling  Austrian 
who  took  things  easy.  Musik  der  Klndheit  (1928)  is  a  sketch  of  his 
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boyhood  and  youth.  It  is  completed  by  Autobiographische  Ski^en 
und  Fragmente  in  the  sixth  volume  of  his  Samtliche  Werke  (5  vols. 
1930;  6  vols.,  1948  ff.)  and  by  Ein  Eeben  in  Briefen  (1947). 

To  the  group  of  activists  centred  round  Die  Aktion  belonged 
Bert  Brecht  and  Arnolt  Bronnen.  bert(olt)  brecht  (1898-1956), 
an  Augsburg  man,  began  with  Baal  (1922),  the  drama  of  a  Wede- 
kindian  Frauenverwuster,  and  won  his  way  through  with  Trommeln 
in  der  Nacht  (1922):  a  returned  soldier  finds  his  wife  living  with 
another  man.  Im  Dickicht  der  Stadte  (1924)  is  a  cinematographic 
picture  of  Chicago  with  the  glare  of  contrasts  that  is  usual  in  films : 
a  proletarian  faces  a  yellow  plutocrat,  dingy  attic  alternates  with 
Chinese  hotel,  Chinese  bars,  and  all  the  thicket  of  Chicago.  Eeben 
Eduards  II.  von  England  (1924)  is  an  adaptation,  in  collaboration 
with  Lion  Feuchtwanger,  of  Marlowe’s  tragedy.  Mam  ist  Mann 
(1927)  is  a  khaki  comedy:  an  Irish  packer  goes  out  to  buy  a  fish  for 
his  wife  and  reappears  as  a  machine  gunner  of  Kulkoa.  Die  Drei- 
groschenoper  (1928)  -  a  great  success  as  drama,  opera  (set  to  music 
by  Kurt  Weill),  and  film  -  is  basically  an  adaptation  of  Gay’s  The 
Beggar’s  Opera  (1728),  but  is  drastically  reshaped  to  a  Marxist  ex¬ 
posure  of  the  capitalistic  society  of  today,  and,  with  its  songs 
distilled  from  Villon  and  Kipling,  parodies  heroic  opera.  Drei- 
groschenroman  (1934)  is  a  variation  by  way  of  a  novel.  This  genre 
of  epische  Oper,  as  Brecht  terms  his  innovation,  is  continued  in 
Aufstieg  und  Fall  der  Stadt  Mahagonny  (1929),  which  satirizes  the 
barbarism  and  decked  up  culture  of  our  great  cities ;  it  was  also 
set  to  music  by  Kurt  Weill.  Today  Brecht  is  known  as  a  poet 
committed  heart  and  soul  to  Communist  propaganda;  typical  of 
this  is  the  very  title  of  his  play  Badener  Eehrstiick  (1929).  The  plays 
which  directly  follow  are  classified  as  Lehrstuche.  In  Die  Massnahme 
(1931)  we  have  what  is  now  the  stereotyped  ‘confession’  of  a 
Communist  ‘comrade’  before  he  is  executed.  Der  Flug  der  Lind¬ 
berghs  (1930)  is  a  paean  to  man  and  the  elements  he  conquers.  Die 
heilige  Johanna  der  Schlachthofe  (1932)  in  a  final  tableau  parodies 
Schiller  s  Die  Jungfrau  von  Orleans',  a  Salvation  Army  lassie  perishes 
because  she  fails  to  convert  the  capitalists  of  Chicago.  In  1933 
Brecht  exiled  himself  and  in  1941  reached  the  United  States  by 
way  of  Vladivostok,  where  he  joined  company  with  other  Com¬ 
munist  emigres.  In  1948  he  was  back  in  Berlin.  Several  of  the  plays 
which  follow  are  world-famous  because  they  exemplify  his  prin¬ 
ciple  of  epic  realism  and  what  is  considered  his  revolutionary 
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stagecraft.  This  epic  or  narrative  drama  differs  from  the  traditional 
‘ Illusionstheater ’  in  the  sense  that  there  are  pauses  in  the  action, 
while  the  actor  explains  who  he  is  and  what  he  is  doing;  or  an 
announcer  addresses  the  audience  through  a  loud  speaker;  that  is, 
the  action  is  accompanied  by  its  interpretation  to  an  audience  who 
are  thus  freed  from  the  illusion  that  it  is  the  purpose  of  the  tradi¬ 
tional  theatre  to  induce  in  minds  too  sleepy  to  pierce  to  the  hard 
core  of  the  reality  that  life  everywhere  and  always  is.  Added  to 
this  is  Brecht’s  doctrine  of  alienation:  one  incident  is  counteracted 
by  another.  Thus  in  Matter  Courage  a  Lutheran  hymn  is  sung  while 
a  girl  tries  on  a  whore’s  hat;  and  thus  religious  solemnity  is  alien¬ 
ated  by  the  actuality  of  life.  Masks  may  be  worn  to  counteract  the 
illusion  of  the  dialogue,  and  there  are  interludes  of  songs  and  music 
which  symbolize  the  inner  sense  of  the  action.  Brecht  has  inter¬ 
preted  his  technique  in  essays  labelled  Versuche ,  issued  as  num¬ 
bered  Hefte.  Much  of  his  sensational  success  he  owed  to  his  in¬ 
ventiveness  as  a  play-producer;  his  company  Berliner  Ensemble  are 
recognized  as  first-rate  even  by  critics  who  are  not  swept  off  their 
feet.  His  great  help  was  his  wife  Helene  Weigel,  who  as  a  rule 
plays  the  leading  character.  The  first  of  the  post-exile  plays  is  Der 
gate  Mensch  von  Septan  (1942).  Three  gods  set  out  in  quest  of  one 
good  human  being;  unless  they  find  one  the  world  is  to  be  des¬ 
troyed;  at  last  they  find  a  Chinese  prostitute,  Shen  Te,  who  is 
good  and  kind;  they  set  her  up  in  a  little  tobacco  shop,  where  she 
is  cheated  by  her  customers  until  she  develops  a  second  self  in  the 
person  of  a  hard-hearted  wicked  cousin  whom  she  impersonates ; 
he  makes  short  work  of  the  spongers,  but  he  is  brought  to  trial 
for  murdering  Shen  Te,  who  has  disappeared;  the  gods  return  to 
judge  this  alter  ego ,  but  give  it  up  as  hopeless  and  return  to  Heaven, 
leaving  the  world  to  its  wickedness.  Brecht’s  best  known  work  is 
Mutter  Courage  undihre  Kinder  (1941),  set  to  music  by  Paul  Dessau. 
The  period  is  the  Thirty  Years  War.  The  twelve  ‘Mder\  which 
owe  something  to  Grimmelshaus en  s  S ifnpH^issimus3  show  an  old 
woman,  a  camp  follower,  trudging  with  her  mobile  canteen  in  the 
wake  of  the  armies  to  snatch  a  bare  living,  the  result  being  that  in 
the  end  she  loses  her  sons  one  by  one  and  her  daughter;  but  still 
she  carries  on  courageously  and  still  sings  her  ribald  songs,  for 
she  has  to  live  on  the  profits  of  the  filth  and  foulness  of  war. 
Mother  Courage  has  good  things  to  say:  battles  are  won  by  good 
generals,  not  by  brave  soldiers ;  a  defeat  does  not  mean  destruction 
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-  the  dog  may  die,  but  the  fleas  live  on.  There  is  no  itn™,*- 
glonfymg  Mother  Courage  as  ‘heroic’;  she  is  just  as  sheT*  °f 
greedy  of  the  gain  she  can  snatch,  foul-mouthed,  fightL  toT 
last  -  for  this  is  the  Hell  we  know  life  is.  In  Galileo  GaUki  IQS 
the  astronomer  formally  abjures  his  discoveries  at  the  bidding 
Church  and  Inquisition  as  a  price  to  be  paid  for  being  alloted  to 
prolong  his  life  with  its  creature  comforts;  he  is  guiltv  0f  ffiar 
passive  acceptance  of  tyranny  which  enables  tyrants§to  keen  ffi 
power.  But  the  play  ends  on  a  note  of  confidence  -  ^ 

DerkaukasischeKreidekreis(i947l  also  set  to  music  by 
ts  based  on  an  oM  Chinese  play* :  a  rich,  heartless  moLr  ab^dons’ 
her  baby,  which  is  rescued  by  a  servant  o-tVI  tn  x  e  •  . 
iudged  by  the  Orinese  test  ofthe  cbTdS 
of  the  judgment  of  Solomon.  Herr  Puntih  uni  sein  Knecbt  (WJ 
h  s  a  fine  setting  m  the  lakes  and  woods  of  Finland  *  it  cL 

Si  r  f  PV,mbiu'1  m<1  v>Uon.  gave  new  life  to  the  old  ribald 

Hundert  Gedichte  (hoso-  poems  totR  <„\  ’  i  ^"119341 

(i?, 6)  ate  selections  P  9  >  }  “d  ^ 

.  nen  tJae  Jatter  breaks  into  the  bedroom  where  his  mother  mol  j 
«S  ttymg  to  seduce  him.  In  Anurrbk  in  ^  (,  m 

watTe“Srwh„tv“  die 

through  the  hell  of  A*  ;  a  ■  ?  of  thls  act  pursue  the  officer 

fot  &%££££%£%£  £“  “  *■*  -d  right 

haste  and  scurry  and  the  sensational;  r°nnen  s  piays  a  wild 
to  quicken  drama  to  tteruZd  Zrn?  ^  Ws  aim  is 

is  more  cinematographic  in  his  iMa  +1  conteimPorary  life ;  and  he 
mm  mdLeben  Barbara  la  Marr^Tz^  “  ^  n°Vd  °f  fiIm  life’ 
plosive  diction  or  frantic  expressionism  runs  through  the 

1  Sec  p.  363. 
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poems  and  plays  of  oskar  kokoschka  (1886-  ;  a  Czech  by  descent) ; 
in  his  plays  (Morder,  Hoffmmg  der  Frauen,  1907;  Die  traumenden 
Knaben ,  1908;  Der  brennende  Dornbusch,  1911 ;  Hiob,  1917;  Vier 
Dr  amen,  1919;  Der  weisse  Tiertoter,  1920;  Der  gefesselte  Kolumbus, 
1921)  the  problem  is  that  of 'senseless  desire  from  horror  to  horror, 
insatiable  circling  in  empty  space5  caused  by  the  splitting  ofhuman- 
ity  into  sexes.  Kokoschka  belongs  to  that  group  of  'Bolshevized 
painters’  (including  Otto  Dix  and  Franz  Marc)  whose  works  were 
in  August,  1937,  by  official  decree  ignominiously  cast  forth  from 
all  German  art  galleries,  and  who  were  forbidden  to  exercise  their 
craft;  and  the  qualities  of  his  painting  -  distortion  used  to  reveal 
the  innermost  psychological  instincts,  writhing  lines  glinting  in 
splashed  colour  -  warp  and  obscure  his  literary  work  in  still 
greater  measure.  He  is  now  a  naturalized  Briton. 

ernst  barlach  (1870-1938)  was  a  famous  sculptor  (mostly  in 
wood),  and  the  characters  of  his  dramas  (Der  tote  Tag,  1912;  Der 
arme  Vetter,  1918;  Die  echten  Sedemunds ,  1920;  Der  Findling,  1922; 
Die  Sundflut,  1924)  are  like  figures  massively  sculptured,  awkward 
and  hampered  because  left  in  the  rough,  but  lifted  as  though  by 
the  wind  or  the  breath  of  God  in  their  folds ;  they  belong  to  two 
worlds,  earth-bound  as  'creatures  of  this  side’  but  as  'creatures  of 
the  other  side’  hearing  'the  rustling  of  the  blood  of  a  higher  life 
behind  the  ship’s  planks  of  everyday  custom’;  they  are  thus  ghosts, 
but  in  the  flesh.  Barlach  attempts  to  interweave  -  with  the  delicacy, 
the  cruelty,  and  the  intricacy  of  a  spider’s  web  -  the  unseen  with 
the  seen  in  a  new  creation  of  myth.  In  Der  tote  Tag  the  problem  of 
a  mother’s  relations  to  her  son  is  viewed  from  a  totally  different 
angle  from  that  of  Hesse  in  Demian :  a  very  physical  mother  and  a 
son  in  whom  spirituality  stirs  live  in  the  great  hall  of  a  house  with 
a  cellar  attached;  the  son’s  father  is  a  god  ('all  sons  have  their  best 
blood  from  an  invisible  father’) ;  the  mother  wishes  to  keep  her 
son  tied  to  her  apron-strings,  by  cellar  and  kitchen  and  broom; 
she  would  fain  have  him  'a  suckling  grown  up’  (Herzeloyde  in 
the  same  way  would  have  prisoned  Parzival  to  the  warmth  of  her 
breast,  if  angels  from  afar  had  not  lured  him  forth) ;  6Sobnes%ukunff, 
says  the  mother  in  Barlach’s  play,  cist  Muttervergangenheif ;  and 
when  the  invisible  father  sends  a  magic  steed  (Sonnenross)  to  spirit 
the  lad  into  radiance  she  stabs  it  to  death  in  the  night;  for,  she 
says,  'the  son  who  rides  forth  on  a  steed  comes  back  hobbling  on 
a  beggar’s  staff’  -  as  her  long-vanished  husband  does  during  the 
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action  of  the  play,  blind  with  gazing  on  misery  and  with,  for  sole 
possession,  a  stone  which  symbolizes  sorrow;  ‘a  man’,  he  says  ‘is 
he  who  takes  up  the  sorrow  of  others’.  Sonnenross  being  slain 
no  dawn  comes,  but  dense  darkness  swathes  all  -  the  ‘dead  day’ 
of  home  and  cradling  mother  love.  Materialism  has  put  out  the 
light  of  idealism.  In  Die  Sundflut  Noah,  a  holy  man,  faces  Calan 
the  embodiment  of  evil,  who  is  drowned;  but  the  two  antagonists 
are  equally  near  to  God;  with  Barlach  as  with  Kafka  (p.  459)  evil 
is  part  of  good;  evil  is  created  by  God,  and  itself  creates;  Jehovah 
himself  is  created  by  those  he  creates.  The  Nazis  branded  Barlach 
as  degenerate  ( ‘als  Untermensch  und  minderrassig ’),  as  one  ‘besessen  vom 
Damon  der  ostisch-slawischen  Menschheitsgruppe ’,  and  his  sculptures  in 
public  places  were  removed  or  destroyed.  It  is  true  that  a  two 
months’  stay  in  Russia  in  1907  had  given  him,  as  he  says,  his  idea 
of  limitless  space  in  which  human  shapes  -  peasants,  shepherds, 
beggars  -  stand  out  firmly  chiselled  and  crystallized  (he  had  the 
same  experience  as  Rilke);  hence  in  his  work  he  tries  to  give  a 
conception  of  ‘ das  Menscbtiche ’  firmly  fixed  in  the  sweeping  vast  of 
infinity.  His  bent  to  mystical  configuration  was  strengthened  by 
a  visit  to  Italy  in  1909,  and  by  his  intense  study  of  Theodor  Dau- 
bler’s  mythological  poetry,  by  the  radiance  shining  down  from 
Daubler’s  land  of  stars  on  his  own  vale  of  tribulation  here  below. 
A  revival  and  intensification  of  interest  in  Barlach’s  work,  sculp¬ 
ture  and  drama,  dates  from  1945 ;  it  coincides  with  the  vogue  of 
existentialism  and  is  partly  to  be  explained  by  this.  As  a  sculptor 
outward  form  was  nothing  to  him;  what  he  seeks  to  show  forth 
is  the  soul  beneath  the  surface ;  and  man  as  a  unity  of  body  and 
soul  lives,  not  in  an  environment  of  ideal  beauty,  but  in  a  world 
mysteriously  moved  by  the  dark  forces  of  fate.  Hence,  he  says, 
the  Russian,  the  Asiatic  type,  who  can  only  be  understood  mystic- 
ally,  is  more  related  to  his  own  nature  than  his  contemporaries 
covered  by  the  folds  of  culture.  ‘ Ich  sah  am  Menschen  das  Verdammte, 
gleichsam  Verhexte ,  aber  auch  das  Ur-Wesenhafte’ .  The  purpose  of 
life,  he  affirms,  is  to  fight  the  battle  of  life  against  darkness;  and 
in  his  dramas  this  battle  of  two  forces  is  expressed,  not  so  much 
in  the  clash  of  argument,  reproof  and  retort,  as  in  the  character’s 
communing  with  his  inner  self.  But  although  his  dramas  matter 
foir  their  meaning,  he  protests  against  their  being  acted  too  solemnly 
as  mysteries;  he  wishes  the  humour  that  is  an  essential  part  of 
their  build-up  (  es  ist  ein  Berg  Humor  in  der  S und fluf')  to  be  given 
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full  scope,  and  he  scoffs  at  the  catchword  ‘barlachsche  Plastik \  Even 
the  patriarch  Noah  in  Die  Sundflut  is  intended  to  be  congenitally 
comic;  his  stage  figure  is  to  be  in  the  nature  of  a  landed  proprietor 
walking  heavily  with  a  stick.  Involved  symbols  of  mysticism  still 
wreathe  the  visionary  shapes  and  the  dream-like  action  of  his  later 
plays.  Der  Graf  von  Kat^eburg  (1951)  is  the  mystical  story  of  a  feudal 
lord  who  sets  out  to  seek  God;  the  lesson  of  it,  Cich  babe  keinen 
Gott,  Gott  hat  mich\  comes  close  to  Kafka’s  teaching.  There  is 
marked  originality  of  tone  and  treatment  in  his  autobiography,  Ein 
selbstervfihltes  Leben  (1928),  and  there  are  autobiographical  threads 
and  snatches  in  the  posthumously  published  novels  Seespeck  (1948) 
and  Der gestohlene  Mond  (1948).  His  posthumous  Fragmnte  aus  sehr 
fruher  Zeit  (1939)  consist  of  sketches  and  miniature  essays.  Essen¬ 
tial  for  comprehension  of  man  and  artist  are  his  letters :  Aus  meinen 
Brief en  (1947)  and  Barlach:  Leben  und  Werk  in  seinen  Brief en  (1952). 

Obviously  these  new  dramatists  make  a  desperate  attempt  to 
expand  the  scope  of  drama.  The  plays  of  hans  henny  jahnn 
(1894-  )  have  to  be  considered  because,  revolting  as  they  often 
are,  they  are  symptomatic.  Because  of  the  sexual  extravagances  of 
his  themes  Jahnn  has  earned  the  title  of  Prophet  der  Un^ucht.  His 
first  plays  illustrate  his  declared  conviction  that  ‘man  is  capable  of 
anything’.  The  hero  ofhis  Pastor  Ephraim  Magnus  (1919)  is  a  young 
clergyman  whose  nature  as  a  modem  man  is  made  by  brute  in¬ 
stinct  ;  he  seeks  God  by  way  of  torture  and  throttles  his  sister  be¬ 
cause  of  her  incestuous  love  for  him.  Incest  is  again  the  theme  of 
Der  gestohlene  Gott  (1923),  and  abnormal  sex  relations  are  the  subject 
of  Der  Ar^t,  sein  Weib ,  sein  Sohn  (1922).  In  Die  Kronung  Richards  III 
(1921)  Richard  murders  in  the  exasperation  ofhis  rage  at  the  decay 
of  his  own  body,  and  the  Dowager  Queen  Elizabeth  murders  the 
boys  she  has  enjoyed.  His  Medea  (1926)  has  the  eyes  tom  out  of  a 
messenger  who  comes  with  bad  news.  Discussion  of  Jahnn  flared 
up  again  when  in  1948  Armut,  Keichtum,  Mensch  und  Tier,  written 
in  1934,  was  performed:  a  Norwegian  farmer  is  rent  by  his  mystic 
love  for  a  horse  and  is  tragically  caught  between  two  women.  In 
Thomas  Chatterton  (195  5)  he  drives  in  the  opposite  direction  from 
Ernst  Penzoldt’s  pathetic  Novelle  Der  arme  Chatterton:  in  Jahnn5 s 
tragedy  Chatterton  fights  for  the  prerogatives  of  his  genius,  and 
even  if  he  resorts  to  cheating  the  cause  of  this  is  his  inborn  clever¬ 
ness;  he  fights  fate  with  the  strength  of  his  will;  he  is  beaten,  but 
that  is  the  fate  of  genius.  The  defence  of  Jahnn,  who  is  an  ultra- 
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respectable  organ-builder  in  Hamburg,  is  that  he  is  trying  to  pierce 
to  the  very  roots  of  Freudian  complexes ;  and  if  he  is  given  credit 
for  experimental  psychiatry  he  at  least  deserves  consideration  by 
the  side  of  Ernst  Barlach.  There  is  experimentation  in  his  novel 
Perrudja  (2  vols.,  1929),  a  pioneer  attempt  in  the  manner  of  James 
Joyce’s  Ulysses,  and  still  more  in  the  trilogy  of  novels  Fluss  ohne 
Ufer,  written  in  the  Danish  island  of  Bornholm,  where  Jahnn  had 
found  asylum  during  the  Hitler  terror;  he  had  a  farm  there,  and 
bred  horses.  The  outward  structure  is  that  of  grand  opera:  Part  1 
Das  Hol^schiff  (1937)  is  the  overture;  Part  II,  Die  Niederschrift  des 
Gustav  Anias  Horn  (Vol.  I,  1949;  Vol.  II,  1950)  is  the  body  of  the 
work;  Part  III,  Epilog  (1952)  is  the  finale.1  The  inner  action  runs 
on  in  themes,  strophes,  fugues,  motifs,  accords,  rhythms.  Music, 
Jahnn  says,  took  its  build-up  from  poetry;  the  novel  is  entitled  to 
take  back  what  music  took.  In  Das  Hol^schiff  a  three-master  sails 
away  on  a  mysterious  voyage;  the  captain’s  daughter,  Ellena,  dis¬ 
appears  mysteriously.  All  on  board  are  in  danger,  for  Unseen 
Powers  are  at  the  helm;  this  is  life  on  the  shoreless  river.  The 
crew  mutiny;  the  ship  is  wrecked,  and  sinks  into  the  deeps  taking 
its  mystery  with  it.  These  mysteries  are  revealed  in  Part  II.  Ellena 
has  been  murdered  by  one  of  the  sailors,  Tutein,  who  for  twenty 
years  is  swept  about  the  world  in  close  intimacy  with  the  girl’s 
betrothed,  Anias  Horn.  The  narration  of  their  experiences  in  the 
ports  of  South  America,  in  the  coast  lands  of  Africa,  and  in  the 
lovely  regions  of  Norway  wallows  in  atrocious  perversions  and 
vices,  which  rise  continuously  like  islands  from  this  shoreless  river 
of  life.  But  the  magic  of  art  and  music  begin  to  weave  into  the  tale 
and  in  the  Epilogue  (the  finale,  a  rondo,  coro ,  minuet  to)  the  sense  and 
texture  of  the  complex  weft  is  disentangled,  while  prospects  open 
out  which  reflect  Jahnn’s  central  vision  as  it  pierces  through  the 
overhanging  gloom  to  primeval  causes,  which,  being  in  the  blood, 
make  evil  urges  innocent.  Fluss  ohne  Ufer  with  its  wide  sweep  must 
be  ranged  with  those  monumental  novel  trilogies  of  recent  years 
which  have  opened  out  new  vistas  (pp.  308,355,369).  The  difficulty 
for  the  reader  is  that  Jahnn’s  trio  is  fitted  not  merely  to  musical  tech¬ 
nique  but  also  to  mathematical  propositions.  The  physicist,  Jahnn 
reminds  us,  proclaims  that  Time  is  an  unknown  dimension.  What 
Time  holds  is  Fate,  and  nothing  is  constant  except  Fate.  And  so 
Fate,  being  constant,  cannot  be  changed  by  the  Past  into  the 
1  Jahnn’s  scheme  may  be  based  on  Wagner’s  Ring. 
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Future.  The  Present  does  not  exist  except  as  an  integral  of  Time. 
What  Fluss  ohne  Ufer  describes  is  the  inversion  of  Time. 

The  dramatic  work  of  Ferdinand  bruckner  (1891-195  8)  -  like 
Wildgans  and  Amolt  Bronnen,  Viennese  by  birth  -  marks 
the  beginning  of  the  new  movement  known  as  die  Neue  Sach - 
lichkeit  (p.  422)1 ;  the  term  denotes  an  intention  to  get  back  to 
things  as  they  are  and  to  pathology  that  a  physician  might  recog¬ 
nize  as  at  least  problematically  possible.  The  writers  of  this  ‘New 
Factuality’  or  ‘New  Functionalism5  do  indeed  aim  at  atomistic 
exactitude,  but  the  reality  which  their  psychic  probing  seeks  may 
be  trammelled  in  the  inmost  depths  of  consciousness.  Sexual  crises 
and  perversions  form  the  staple  of  Bruckner’s  Krankheit  der  Jugend 
(1926);  in  Die  Verbrecher  (1928)  he  lights  up  the  misery  of  a  block 
of  flats  which  symbolize  God’s  house  of  many  chambers.  His  ex¬ 
perimenting  interested  London  audiences  when  his  'Elisabeth  von 
England  (1930)  was  produced  at  the  Cambridge  Theatre  in  1931; 
the  love  element  is  weak  (the  Essex-Elizabeth  motif  discussed  by 
Lessing  still  baffles  all  who  attempt  it),  and  the  documentation  is 
no  doubt  that  of  Strachey,  but  the  doubling  of  the  action  -  one 
side  of  a  cathedral  in  London  and  the  other  in  Spain,  with  the 
action  alternating  or  synchronizing,  Protestants  and  Catholics 
praying  to  one  (?  ironic)  God  -  had  at  least  the  effect  of  novelty. 
Of  Bruckner’s  later  plays  Timon  (1932)  is  gloomed  by  the  pessi¬ 
mism  of  Shakespeare’s  Timon  of  Athens  \  Die  Marquise  von  O.  drama¬ 
tizes  Kleist’s  Novelle ;  in  Napoleon  I  (1 93  6)  the  Emperor  philanders 
with  women  who  are  intellectually  his  superiors;  in  Heroische 
Komodie  (1938)  Madame  de  Stael  fights  for  freedom  in  love  and 
elsewhere.  His  Pyrrhus  und  Andromache  (1952)  weds  the  matter  of 
Euripides  to  the  form  of  Racine;  Friichte  des  Nichts  (produced 
1952),  which  shows  forth  the  hopelessness  of  youth  at  the  end  of 
the  Second  World  War,  completes  a  series  united  in  the  volume 
Jugend  ^ weier  Kriege  (1947);  here  Krankheit  der  Jugend  and  Die 
Verbrecher  are  followed  by  Die  Rassen  (193  3),  the  theme  of  which 
is  the  mental  conflict  of  a  student  who  loves  a  Jewish  girl.  In  Der 
Kampf  mit  dem  Engel  (1942)  and  Der  Tod  einer  Puppe  (195  6)  a  chorus 
is  introduced  and  there  is  some  approach  to  T.  S.  Eliot’s  verse 
technique. 

1  The  term  was  first  used  by  Carl  Sternheim  as  the  sub-title  of  his  comedy 
Die  $  chute  von  U^nachoder  Neue  Sachlichkeit ,  but  whether  in  the  sense  of  approval 
or  satire  is  not  clear. 
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carl  zuckmayer  (1896-  )  began  with  outrageous  expressionist 
plays:  Kreu^weg  (1920)  and  Pankra sj  envacht  oder  die  Hinterwaldler 
(1925),  the  latter  a  play  of  the  Wild  West.  In  1939  he  found  a 
refuge  in  the  United  States,  where  he  ran  a  farm  in  Vermont  Hill. 
In  1947  he  returned  to  Germany.  His  comedy  Der  frohliche  ' Wein¬ 
berg  (1925)  was  awarded  the  Kleist  prize  because  it  was  the  first 
breakaway  from  the  nebulosity  of  expressionism  to  life  as  it  might 
be  lived.  From  now  on  Zuckmayer  ranks  as  a  gesundeter  Expres¬ 
sionist.  The  hero  of  Schinderhannes  (1927)  is  a  captain  of  robbers  in 
the  Rhineland  in  Napoleon’s  days;  the  left  bank  of  the  Rhine  is 
occupied  by  the  French,  while  on  the  right  bank  a  German  army 
is  assembling.  The  doctrine  is  frankly  soaked  with  the  socialism 
of  today;  the  real  robbers  are  Church  and  State,  while  Schinder¬ 
hannes  takes  nothing  from  the  poor.  In  Katharina  Knie  (1928)  we 
have  a  rope-dancer  who  is  married  by  the  landowner  from  whom 
she  steals  hay  for  her  donkey.  Der  Hauptmann  von  Kopenick  (1931) 
is  a  relentless  exposure  of  Prussian  militarism  before  the  outbreak 
of  the  First  World  War;  an  out-of-work  cobbler  who  has  spent  a 
good  part  of  his  life  in  prison  steals  a  captain’s  uniform,  walks 
into  a  town  hall,  arrests  the  mayor,  and  walks  off  with  the  civic 
cash-box.  This  breath-taking  feat  is  only  possible  because  the  cob¬ 
bler  with  miraculous  ease  drops  dialect  for  the  cultured  German 
of  the  officer  class.  Der  Schelm  von  Bergen  (1934)  varies  a  well  known 
Rhineland  legend;  Bellmann  (1938 ;  in  195 1  renamed  Ulla  Winhlad) 
dramatizes  the  love-story  of  the  Swedish  poet.  All  these  plays  are 
put  in  the  shade  by  Des  Teufels  General  (1 946),  which  throws  a  lurid 
light  on  conditions  in  Germany  just  before  the  United  States  came 
into  the  war.  Zuckmayer  had  gone  into  exile  in  the  belief  that 
Hitler  would  be  overthrown  by  the  resistance  movement  in  Ger¬ 
many,  and  in  the  play  we  see  this  resistance  movement  taking 
shape;  aeroplanes  are  crashing  because  the  workmen  who  produce 
them  are  using  wrong  alloys  in  the  conviction  that  the  only  way 
to  get  rid  of  the  Nazis  is  to  lose  the  war;  the  ethical  weakness  of 
the  idea  is  that  good  men  who  are  not  Nazis  at  heart  are  sacrificed. 
General  Harras  of  the  air  force,  who  is  not  a  member  of  the  party, 
is  under  suspicion,  and  we  see  him  coming  to  the  conclusion  that 
he  has  been  the  devil’s  general;  to  escape  extinction  in  a  concen¬ 
tration  camp  he  takes  the  air  in  one  of  the  new  defective  machines, 
crashes  immediately,  and  is  given  a  State  funeral.  Der  Gesang  im 
Feuerofen  (1950)  is  in  some  sort  a  return  to  the  ecstatic  upsurge  of 
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expressionism.  The  furnace  is  occupied  France ;  the  song  is  the  rising 
of  the  maquis  against  the  occupying  German  troops.  Das  kalte 
Llcht  (1955)  is  up  to  date  in  the  sense  that  the  question  raised  is 
whether  East  or  West  should  control  atomic  power,  and  there  is 
a  spy  whose  ideological  convictions  lead  him  to  spy  for  Russia. 
The  problem  today  is  whether  Zuckmayer  is  not  rather  a  play¬ 
wright  with  all  the  tricks  of  the  trade  at  his  fingers5  ends  than  a 
dramatist  proper.  What  cannot  be  missed  is  his  abounding  vitality, 
his  verve  and  versatility.  His  wit  is  inexhaustible.  He  has  a  com¬ 
plete  command  of  expression  in  all  the  dialects  that  are  intelligible 
on  the  stage,  and  there  is  infinite  fun  in  these  dialects  as  he  uses 
them.  The  action  rarely  flags,  though  in  Des  Teufels  General  the 
theme  of  Nazi  devilment  (c National? tat  durch  Bestial? tat9,  as  Grill- 
parzer  foresaw  it  in  his  epigram)  is  so  exhaustively  expounded 
that  in  the  last  act  it  is  wearisome.  Zuckmayer5s  immense  reputa¬ 
tion  has  been  in  a  great  measure  won  by  his  contemptuous  dis¬ 
regard  of  restraint  and  decency.  Most  of  what  he  has  written  has 
been  filmed;  in  point  of  fact  his  best  plays  are  more  film-like  than 
in  the  traditional  sense  dramatic;  what  we  get  is  a  loosely  strung 
concatenation  of  scenes,  and,  it  may  be  (as  in  Des  Teufels  General), 
a  continuous  debate  or  discussion.  But  the  characterization  is 
masterly.  To  say  that  Zuckmayer  plays  fast  and  loose  with  the 
established  canons  of  drama  would  be  merely  captious  criticism; 
for  to  a  writer  of  Zuckmayer5 s  type  -  and  he  represents  a  group  - 
whatever  was  or  is  established  is  for  that  reason  antiquated  or 
obsolete.  His  qualities  as  a  dramatist  come  out  also  in  his  fiction 
(Der  Bauer  aus  dem  Taunus ,  1927;  Affenhoch^elt ,  1932;  Llebesgeschichte , 
1934;  Sal^ware,  1935;  Herr  liber  Leben  und  Tod ,  1 9  3  8 ;  Der  S eelenbrau , 
1945).  In  Herr  liber  Leben  und  Tod,  for  instance,  nothing  could  be 
more  finely  concentrated  and  dramatically  poised  than  the  tension 
of  the  first  part;  but  what  follows  the  posing  of  the  problem  - 
whether  a  mentally  and  physically  defective  baby  should  be  pain¬ 
lessly  extinguished  or  allowed  to  live  -  is  revoltingly  sensational. 
As  a  lyric  poet  Zuckmayer  is  represented  by  Der  Bau/n  (1926), 
which  is  reprinted  in  Die  Gedichte  (1948).  Autobiographical  are 
Pro  Domo  (1938)  and  Second  Wind  (1940;  in  English  only). 

The  revival  of  the  historical  drama  begins  with  Wolfgang 
goetz’s  (1885-  )  Gneisenau  (1925);  this  was  one  of  the  great  stage 
successes  of  the  period.  His  Kavallere  (1930)  handles  the  love  story 
of  Ludwig  I,  King  of  Bavaria,  with  the  dancer  Lola  Montez. 
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Where  Goetz  attempts  other  than  German  history  he  falls  off,  as 
in  Robert  Emmet  (ic ,27)  or  Kuckkuckseier  { 1934),  which  pictures 
Shakespeare  in  country  retirement  in  his  old  age.  His  great  success 
after  Gneisenau  was  Der  Minis  terprasident  (1936).  The  Prime  Minister 
is  anoarently  modelled  on  Bismarck.  His  son  elopes,  just  as  war  is 
about  to  break  out,  with  the  Herzogin  (there  are  no  names,  only 
titles'!  the  daughter  of  the  Prime  Minister’s  most  powerful  enemy; 
the  Herzogin  admits  that  she  throws  herself  at  the  man  for  political 
mu-noses  The  play  is  essentially  a  Pflichtdrama ;  the  son  gives  the 
woman  up  because  he  cannot  desert.  The  characterization  is  good; 
the  dialogue  is  subtle,  racy,  and  ultra-modern,  and  there  is  real 
wft  with  effective  contrast  of  characters.  Kampf  urns  Reich  (1939) 
oortravs  Fieldmarshal  von  Arnheimb  as  the  pattern  of  a  statesman 
during  the  Thirty  Years  War.  Goetz  has  also  written  popular 
fiction  In  Reise  ins  Siam  (1920)  the  British  Government  sends,  at 
Nanoleon’s  request,  a  bevy  of  girls  to  St.  Helena  to  amuse  the 
band  of  devotees  still  with  him.  Das  Gralswunder  (1926)  is  a  comic 
storv  of  the  film  world.  He  has  also  written  critical  work:  Du  uni 
die  Uteratur  (195A  and  biographies:  Napoleon  (1926),  Goethe 
(1938),  Mozart  (194A  Schiller  (1944)-  .  . 

1  Though  CURT  GOTZ  (1888-  ),  who  lived  for  some  time  m  Holly¬ 
wood  is  a  namesake  and  almost  of  the  same  age  as  Wolfgang  he  is 
at  the  opposite  end  of  dramatic  creation.  Curt’s  set  purpose  is  to 
entertain  at  whatever  level,  not  to  inculcate  Prussian  virtues. 
There  is  the  lightest  possible  touch  in  the  five  grotesque  sketches 
of  Nachtbeleuchtmg  (1919)  “d  in  Menagerie  (1920)  There  is  a  species 
of  family  relationship  running  from  the  comedy  Ingeborg  (1921) 
through  the  three  one-act  plays  of  Die  tote  Dante  (1924)  and  t  e 
comedy  Das  Haus  in  Montevideo  (1946).  In  Dr.  med.  Hiob  Pratonus 
/Iq,2)a  doctor  is  on  the  track  of  the  bacillus  responsible  for  silli¬ 
ness  There  is  the  same  irresponsible  sensationalism  in  the  legend 

Tatiana  (1949)  and  his  erotic  novel  Die  Tote  von  Beverly  Hills  (1951)- 
No  one  in  the  Vienna  of  today  would  doubt  for  a  moment  that 
FRANZ  THEODOR  csokor  (1885-;  pronounce  Tschokor)  is  m  the 
front  rank  of  the  writers  of  the  present  generation.  It  is  more  or 
less  a  cliche  that  as  a  dramatist  he  counts  as  equal  with  Zuckmayer 
and  Bert  Brecht,  principally  because  his  dramas  are  built  up  round 
the  social  and  political  problems  of  today.  He  described  his  war 
experiences  in  two  books :  Als  Zivilist  im  polnischen  Krieg  (193  9)ana 
Als  Zivilist  im  Balkankrieg  (1947)-  As  a  narrative  prose  writer  he  is 
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here  at  his  best.  Throughout  the  story  the  narrator  is  hemmed  in 
by  perils  which  have  the  excitement  of  romantic  fiction;  again  and 
again  he  escapes  by  the  skin  of  his  teeth  from  Hitler  s  gangs,  and 
in  the  last  stage  of  the  second  book,  when  he  is  under  the  super¬ 
vision  of  the  kindlier  or  more  careless  Italians  in  his  mountainous 
and  densely  wooded  Dalmatian  island  he  is  in  danger  from  the 
revolutionaries  of  the  macchia  (the  Serbian  maquis).  The  dramas  by 
which  he  is  best  judged  at  the  moment  are  the  three  collected  as 
Europaische  Trilogie  (1952).  The  first  play  of  the  trilogy, 3.  November, 
1918  (1936)  throws  a  glaring  light  on  Austrian  trends  and  moods 
at  the  end  of  the  First  World  War.  The  characters  are  sharply 
individualized;  they  are  symbols,  but  they  are  tangibly  alive  and 
real,  and  directly  moved,  each  in  his  different  way,  by  the  tragic 
break-up  of  the  Habsburg  monarchy  after  defeat,  but  also  under 
the  shock  of  regionalist  and  socialistic  ideology.  In  this  clear  and 
convincing  exposition  of  revolutionary  doctrines  and  of  a  new 
orientation  of  ideas  3.  November,  1918  follows  up  Csokor  s  play 
Gesellschaft  der  Menscbenrechte  (192 9),  in  which  he  portrays  Georg 
Buchner  as  a  revolutionary,  for  this  too  lights  up  the  dying  down 
of  mouldy  political  beliefs  and  the  onrush  of  a  new  humanitarian 
faith.  Nothing  could  be  more  striking  than  this  logical  polarity  in 
Csokor’s  thinking:  he  remains  a  Catholic,  a  conservative,  and  even 
a  royalist,  but  in  the  clash  of  convictions  from  which  he  shapes  his 
drama  there  is  equal  strength  of  argument  on  each  side.  It  was 
inevitable  that  post-war  drama  should  find  themes  in  the  resistance 
movements  in  occupied  territory.  Of  these  plays  the  most  famous 
are  Zuckmayer’s  Der  Gesang  im  Feuerofen  and  the  second  play  of 
Europaische  Trilogie ,  Csokor’s  Beset^tes  Gebiet  (1930),  the  scene  of 
which  is  a  town  in  the  Ruhr.  Here  the  polarity  of  parties  is  vividly 
rendered:  the  hero  is  the  mayor,  who  is  convinced  that  the  wisest 
course  for  Germany  is  to  submit  and  to  atone  for  the  injuries  done 
in  a  war  which  must  be  recognized  as  brutal  aggression.  He  is 
faced  by  a  group  of  five  partisans  (Freischdrler),  whose  aim  is  to 
inflict  the  greatest  possible  damage  by  clandestine  attacks  on  the 
occupying  French  forces.  Der  verlorene  Sohn  (1946),  the  third  play 
of  the  group,  was  originally  written  in  blank  verse,  and  for  the 
best  part  this  remains,  though  printed  as  prose;  what  results  is  a 
singsong  dialogue  which  gives  an  air  of  unreality  to  the  crass 
happenings,  though  it  more  or  less  fits  the  underlying  approxima¬ 
tion  of  part  of  it  to  the  story  of  Bethlehem  at  Christmas.  The 
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action  again  passes  in  occupied  territory;  the  prodigal  son,  Stipe, 
is  away  fighting  with  the  insurgents  in  the  maquis;  he  is  the 
youngest  of  three  brothers.  The  time  is  Christmas  Eve  and  Christ¬ 
mas  Day;  and  in  the  opening  scene  the  Christmas  candles  are  lit 
and  the  festive  table  laid,  with  a  vacant  seat  for  any  guest  who 
may  come.  Will  it  be  Stipe?  There  is  also  religious  symbolism 
which  points  forward  to  the  mysticism  of  the  following  two  plays; 
Marja  (Mary),  the  wife  of  one  of  the  brothers,  gives  birth  to  a  son 
in  the  stable  while  the  house  is  burning,  and  as  the  play  ends  she 
sets  out,  supported  by  Stipe,  who  has  returned,  to  join  the  maquis 
(once  again,  by  way  of  allusion,  the  flight  into  Egypt).  The  two 
following  plays,  Pilatus  (1949)  and  Caesars  Witwe  (1953)  together 
with  Kalypso  (1942)  are  published  together  under  the  title  Olymp 
und  Golgotha.  Trilogie  einer  Weltmnde  (1954),  to  indicate  that  the 
.motive  which  is  common  to  all  three,  a  crisis  in  the  worship  of 
gods  or  of  a  god,  signifies  a  more  revolutionary  change  in  the 
seventy-seven  years  from  the  murder  of  Caesar  to  Golgotha  than 
that  between  1914  and  1945  which  motivates  the  European  trilogy. 
Of  the  other  plays  Die  Weibermuhle  (1931)  continues  the  old  Vien¬ 
nese  Zauberstuck ;  Gottes  General  (1939)  with  its  illumination  of  the 
religious  experiences  of  Ignatius  de  Loyola  lays  bare  also  Csokor’s 
own  religious  faith.  The  Doppelbodigkeit  which  is  somewhat  glar¬ 
ingly  on  the  surface  in  the  Weltwende  plays  makes  up  the  action  of 
the  novel  Der  Schlussel  yum  Abgrund  (1955).  It  falls  into  twelve 
chapters  with  twelve  interludes  ( 'Inter meypi )  intervening;  each 
interlude  lights  up  something  which  is  happening  elsewhere  at 
the  same  time  as  the  apparently  unrelated  event  narrated  in  the 
foregoing  chapter,  the  idea  being  ‘ das s  sich  kein  Geschehen  der  Welt 
ohne  yeitverhaftete  Beyiehung  yur  gesamten  geistesgeschichtlichen  Lags  voll- 
yiehf .  Here  we  have  an  attempt  to  expand  and  deepen  the  range 
of  the  modern  novel.  The  raw  event  is  the  symptom  of  mental  or 
spiritual  stirrings  which  occur  elsewhere,  which  change  the  face 
of  the  world,  and  which  recur  through  the  space  of  time;  thus, 
while  the  Anabaptists  lash  out  in  Munster,  Henry  VIII  sends  Anne 
Boleyn  to  the  scaffold,  because  she  does  not  bear  him  a  son  -  but 
her  daughter  will  be  England’s  greatest  monarch;  Paracelsus  dis¬ 
covers  a  new  interpretation  of  illness  as  proceeding  from  the  mind 
-  a  concept  related  (‘ yeitverhaftef )  to  what  we  now  call  psycho¬ 
analysis;  the  Anabaptists  and  the  Lutherans  have  their  fling,  but 
Ignatius  de  Loyola  allots  the  earth  to  his  Society  of  Jesus.  Csokor’s 
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lyric  verse  (Die  Gewalten ,  19125  Der  Dolch  und die  Wunde,  19*8;  Das 
schmar^e  Schiff,  1944)  is  available  in  a  collected  edition,  Immer  ist 
Anfang  (1951)-  The  most  important  section  is  Historische  P>alladen\ 
by  their  choice  of  theme  and  their  illumination  of  character  these 
ballads  prove  that  Csokor  is  first  and  foremost  a  dramatist;  Kain  is 
the  murderer  who  cannot  be  anything  else,  and  there  is  a  modern 
Freudian  interpretation  of  old  themes  in  such  poems  as  David  und 
Abisag  (how  different  from  Rilke’s  poem!),  Konig  Salomon  verfdllt 
dem  Weibe,  while  Karl  Stuarts  Todesgesang  reflects  Csokor  s  deter¬ 
mined  devotion  to  the  royal  house  of  his  own  land.  The  explor¬ 
ation  of  sex  feeling  gives  a  morbid  thrill  to  the  lyrics  generally; 
the  loveliest  is  perhaps  Grabmal  eines  Poeten  with  the  lurid  light  it 
sheds  on  Baudelaire’s  inspiration. 

HANS  JOSE  rehfisch  (i 891-  )  was  at  one  time  dubbed  ‘der  Suder- 
mann  der  neuen  Dramatiker* .  During  the  Second  World  War  he  was 
a  lecturer  in  sociology  in  New  York  and  edited  the  emigrants 
journal  In  Tirannos.  He  began  with  the  neo-romantic  drama  Die 
goldenen  Waffen  (1913),  the  theme  of  which  is  the  fight  of  Ajax  with 
Ulysses  for  the  golden  weapons  of  Achilles.  Plays  which  followed 
were  Die  Heimkehr  (1918);  Das  Paradies  (1919);  and  Deukalion 
(1921),  in  which  the  hero  with  his  wife  survives  the  Deluge.  A 
great  success  was  Chauffeur  Martin  (1921),  the  hero  of  which  revolts 
against  God  because  in  complete  innocence  he  has  run  over  a  man. 
The  comedy  Die  Erffehung  durch  Kolibri  (1921)  was  in  1924  re¬ 
christened  Die  Ubelle.  The  tragi-comedy  Wer  weint  um  juckenack ? 
(1924)  had  international  success.  Typical  of  Rehfisch  s  touch  on 
the  pulse  of  theatre-goers  is  Hande  weg  von  Helena  (1951);  the 
heroine  is  highly  tickled  by  attempts  at  artificial  insemination. 
More  solid  than  the  ruck  of  these  plays  and  based  on  historical 
study  is  the  novel  Die  Hexen  von  Paris  (1951),  the  story  of  the 
Marquise  de  Montespan. 

bernt  von  heiseler  (1907-  ),  the  son  of  the  Russian  born 
dramatist  and  translator  of  Puschkin  Henry  von  Heiseler  (1875- 
1928),  began  with  one-act  plays  which  are  collected  in  Kleines 
Theater  (1940).  His  first  full  drama,  S chill  (1934),  presents  the  Prus¬ 
sian  patriot  Ferdinand  von  Schill,  who  raised  a  rebellion  against 
Napoleon.  Das  laute  Geheimnis  (1931)  uses  motifs  of  Calderon, 
while  Des  Konigs  Schatten  (1939)  is  modelled  on  one  of  Goldoni’s 
plays.  Von  Heiseler  was  forbidden  to  publish  after  his  tragedy 
Casar  (1941)  had  shown  open  conflict  between  dictatorship  and 
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democracy  resulting  from  the  murder  of  Caesar  by  Brutus.  Pbilok- 
tet  (1947),  modelled  on  the  drama  of  Sophocles,  calls  for  truth 
even  in  politics.  The  very  titles  of  some  of  von  Heiseler’s  plays 
indicate  that  thematically  he  has  recourse  to  Renaissance  and  neo¬ 
romantic  material,  which  he  may  bring  into  relation  with  prob¬ 
lems  of  today.  A  great  effort  is  his  Hohenstaufentrilogie  (1948);  the 
prelude  is  Die  Stunde  vor  Konstan ^  (1939),  and  the  centre  piece 
Kaiser  Friedrich  II.  (staged  in  1951  as  Botschaft  an  den  Kaiser)  is 
completed  by  Der  Gefangene,  with  the  death  of  Enzio.  Semiramis 
(1943)  harks  back  to  the  draft  of  a  play  by  Calderon.  In  Das  Neu- 
beurer  Krippenspiel  (1945),  produced  in  aid  of  the  restoration  of  the 
Frauenkirche  at  Munich,  religions  which  differ  in  doctrine  col¬ 
laborate  for  a  good  cause.  Das  Flaus  der  Angst  (1950)  satirizes 
existentialism:  the  princess  imprisoned  in  Bluebeard’s  castle  under¬ 
goes  all  the  stages  from  Daseinsangst  onward  of  this  doctrine  of 
today.  Von  Heiseler’s  unquestioning  Christianity,  which  gives 
tone  and  substance  to  the  pith  of  his  plays,  emerges  too  in  his 
lyric  poetry:  Wanderndes  Floffen  (1935)  and  Spiegel  im  dunklen  Wort 
(1949 ;  a  selection).  He  has  written  biographies :  Stefan  George  (1936), 
Kleist(  1939);  and  in  Ahmngund  Aussage  (1939)  he  interprets  Kleist, 
Hebbel,  Morike,  and  poets  of  today.  In  fiction  he  has  to  his  credit 
the  short  stories  Die  Unverstandigen  (1936)  and  Er^ahlmgen  (1943) 
and  a  novel  of  Tyrolese  peasant  life,  Die  gute  Welt  (193  8). 

It  is  a  commonplace  of  present-day  criticism  to  class  fritz 
hochwalder  (1911-  )  as  the  successor  of  Georg  Kaiser  and  to 
group  him  with  Ferdinand  Bruckner,  Zuckmayer  and  Csokor  as  a 
dramatist  who  breaks  new  ground.  His  plays  have  been  success¬ 
fully  produced  all  over  the  world.  Born  in  Vienna,  he  was,  after 
an  elementary  school  education,  a  decorator’s  apprentice.  In  1938 
he  fled  to  Zurich,  where  he  still  lives.  Friends  who  knew  his  first 
attempts  at  play-writing  lent  him  a  wooden  hut,  and  here  at 
Ascona  on  the  shores  of  Lake  Maggiore,  in  utter  isolation  and 
living  on  soup-cubes,  he  completed  Das  heilige  Experiment  (1942), 
a  play  which  adheres  to  the  classical  principle  of  the  unities  of 
place,  time,  and  action.  A  striking  feature  is  that  there  is  no  female 
character.  The  scene  is  in  the  office  of  the  Provincial  in  the  South 
American  headquarters  of  the  Society  of  Jesus  in  Buenos  Aires. 
We  have  here  a  subject  which  in  recent  years  has  been  used  by 
writers  in  revolt  against  tyrants  and  the  whole  concept  of  dictator¬ 
ship  (pp.  488, 496),  most  notably  in  Reinhold  Schneider’s  Las  Casas 
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vor  Karl  dm  Frnften.  What  emerges  is  that  the  Spanish  colonists 
used  the  indios  as  slaves  in  their  plantations  and  that  they  treated 
them  as  beasts,  objecting  even  to  their  learning  Spanish,  whereas 
the  Jesuits  who  colonized  Paraguay  established  there  a  Christian 
state  which  had  all  the  features  of  a  Utopia  such  as  we  see  featured 
as  a  dream  and  ideal  in  the  spate  of  recent  Utopian  novels.  But  the 
Argentinian  colonists  agitate  in  Spain  and  even  in  Rome  against 
this  enlightened  system,  and  the  dramatic  conflict  begins  with  well 
reasoned  argumentation  on  both  sides  when  the  Provincial  forces 
his  old  university  friend  the  Visitator,  who  has  been  sent  by  the 
Spanish  Government  to  take  over  the  realm  the  Jesuits  have 
created,  to  acknowledge  that  this  Christian  state  has  been  founded 
and  is  benevolently  ruled  by  right  and  reason,  whereas  the  colon¬ 
ists  who  are  up  in  arms  against  it  and  the  Spanish  government  to 
whom  they  appeal  have  no  plan  except  confiscation  for  their  own 
profit  There  is  one  of  the  dramatic  surprises  of  which  Hochwalder 
is  past  master  when  an  Italian,  one  of  several  people  who  seem  to 
appear  on  the  scene  with  no  specific  purpose,  reveals  himself  to 
the  Provincial  as  an  emissary  appointed  by  the  General  of  the 
Order  to  supplant  him  and  to  hand  over  Paraguay  to  the  Spanish 
king.  The  Provincial  is  wounded  and  dies  during  the  fighting  that 
ends  the  action,  and  the  last  words  are  spoken  by  the  Visita.tor, 
who  carries  out  his  instructions  but  knows  they  are  unjust:  We 
have  achieved  our  object.  The  kingdom  of  God  is  the  devil  s. 
The  whole  argument  is  an  exposure  of  political  and  Christian 
policy  as  it  was  then  -  and  as  it  is  now.  Utopia  is  impossible,  be¬ 
cause  the  principles  that  rule  it  are  justice  and  charity.  Hotel  du 
Commerce  (1944)  is  labelled  ‘Komodie  in  5  Akten  nach  Maupassants 
Novelle  Boule  de  suif.  There  is  unity  of  place,  but  not  of  time;  the 
action  lasts  three  days.  The  wit  throughout  the  comedy  is  pungent 
and  the  general  tenor  is  withering  contempt  of  social  ‘respecta¬ 
bility’.  Hotel  du  Commerce  has  its  place  apart  in  Hochwalder’s  work 
in  that  for  once  in  a  way  there  is  a  love  interest,  though  it  is 
shadowy;  and  as  regards  the  ‘burning  actuality’  which  is  claimed 
for  Hochwalder’s  plays  it  does  not  touch  contemporary  phases  of 
revolt  except  in  so  far  as  it  is  a  scathing  attack  on  caste  feeling. 
In  Zurich  Hochwalder  came  into  contact  with  Georg  Kaiser,  who 
passed  on  to  him  the  idea  and  the  plan  of  Der  Fluchtling  (1945)- 
As  in  Georg  Kaiser’s  Von  Morgens  bis  Mitternachts  there  is  expres¬ 
sionists  Namenlosigkeit-,  we  know  the  three  characters  solely  as 
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Der  Fliichtling,  Die  Frau,  Der  Grenzwachter.  Meier  Helmbrecht 
(1946)  is  a  dramatization  of  the  late  Middle  High  German  satirical 
verse  tale  (written  about  1250)  of  the  farmer’s  son  who,  with  his 
head  turned  by  the  epics  of  knightly  derring-do,  and  spoilt  by  a 
doting  mother  and  sister,  dons  armour  and  sets  out  as  a  marauding 
V night  (R aubritter)  to  plunder  and  ravage  the  countryside.  Essen¬ 
tially  Hochwalder’s  theme  remains  constant  to  his  general  purpose : 
helpless  peasants  are  plundered  and  murdered  and  there  is  no 
redress.  Hochwalder  modestly  labels  his  Der  bffentliche  Anklager 
(1949)  as  Schauspiel.  It  is  much  more  than  that.  It  is  a  tragedy  in  the 

classical  sense,  with  the  three  unities  observed.  The  time  is  1793,  the 

‘annee  terrible? ;  the  scene  throughout  is  the  Conciergerie,  from  the 
windows  of  which  the  guillotine  is  visible ;  the  action  lasts  through 
the  day  into  the  early  hours  of  the  morning.  There  is  no  love  inter¬ 
est.  There  is  a  dominating  woman,  Theresia  Tallien,  who  is  said 
to  be,  and  as  the  action  proves  she  is,  the  directive  force  of  what  is  an 
apology  for  a  government.  It  is  a  species  of  fate  tragedy ;  for  the 
terror  grinds  like  an  automatic  machine  -  la  machine  infernale  - ,  and 
there  is  no  escape  for  those  on  whom  the  shadow  of  doom  is  cast. 
In  an  interview  with  Fouquier-Tinville,  the  Public  Prosecutor,  who 
sends  victims  to  the  guillotine  in  great  batches,  it  emerges  that 
Theresia  has  good  grounds  for  getting  her  husband  Tallien,  the 
official  head  of  the  government,  dispatched  in  the  usual  summary 
way.  All  that  is  needed  is  the  pretence  of  a  trial  in  which  Fouquier- 
Tinville  makes  out  some  case  or  other.  It  is  arranged  that  the  name 
of  the  victim  shall  be  in  a  closed  envelope,  which  is  to  be  opened 
in  court  as  a  stunning  climax  at  the  end  of  the  trial.  The  spectator 
or  reader  is  convinced  from  what  is  said  that  this  is  to  be  the  last 
victim  of  the  Terror,  and  that  afterwards  Fouquier-Tinville  will 
retire  and  a  reign  of  peace  begin.  The  Public  Prosecutor  makes  a 
long  speech,  and  when  the  fatal  envelope  is  opened  the  name  is  - 
Fouquier-Tinville.  He  has  pleaded  brilliantly  for  his  own  con¬ 
demnation.  These  are  ingeniously  contrived  stage  effects,  and  there 
is  marvellous  skill  in  the  manoeuvring  of  the  dramatic  tension. 
But  the  sum  and  substance  of  the  tragedy  is  the  programmatic 
depiction  of  all  the  horrors  of  the  Terror,  all  the  more  vivid 
because  the  scene  is  the  Conciergerie  —  just  Fouquier-Tinville  s 
office  with,  sitting  there,  his  submissive  clerk  and,  piled  on  the 
shelves,  the  dossiers  of  those  who  have  gone  and  who  are  listed 
for  the  guillotine.  It  is  an  incisive  study  of  tyrants  and  their  tech- 
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nique;  and,  though  the  period  is  distanced  from  today,  no  one 
can  miss  the  dramatist’s  intention  -  this  is  what  automatically 
happens  wherever  there  is  government  by  a  dictator  or  dictators. 
If  there  is  a  fault  it  is  that  the  tying  of  the  knot  is  too  mathematic¬ 
ally  contrived  ( ausgekJugelt  is  the  best  term),  but  nevertheless  the 
picture  is  basically  true  -  both  in  those  desperate  days  and  in 
these.  In  Donadieu  (1953),  skilfully  spun  out  of  Conrad  Ferdinand 
Meyer’s  poem  Die  Fusse  im  Feuer,  the  course  of  the  action  proves 
once  again  that  right  is  helpless.  But  in  this  play  the  very  heart  of 
the  argument  is  that  vengeance  is  wrong,  even  if  the  means  to  it 
work  into  the  avenger’s  hands;  for,  as  Judith  says  to  her  father, 

‘ Mein  ist  die  Fache,  spricht  der  Herr ’.  This  denouement  seems  to  run 
counter  to  Hochwalder’s  constant  theme  that,  in  the  long  run, 
right  is  might,  and  that  tyrants  perish  because,  as  history  proves, 
the  will  to  destroy  them  springs  eternal  in  the  minds  of  the  op¬ 
pressed  who,  in  the  nature  of  the  case,  are  in  the  majority.  Die 
Herberge  (1956)  is  labelled  lDramatische  Legende  in  3  JFkterf .  This  is 
vague;  there  is  nothing  legendary  in  the  story;  it  is  literally  a  story 
of  our  own  days,  but  Legende  does  suggest  that  the  action  takes 
place  in  a  half  mythical  Marchenwelt.  It  is  rather  a  species  of  moder¬ 
nized  mystery  play,  but  to  call  it  that  would  give  the  idea  of  reli¬ 
gious  moralizing,  of  which  there  is  none.  The  craftsmanship  is 
first-class;  the  spectator  is  held  in  suspense.  Generally  speaking,  if 
appreciation  of  Hochwalder  is  to  be  tempered  by  criticism  it  must 
be  that  his  plays  -  with  the  exception  of  Hotel  du  Commerce ,  which 
is,  however,  of  a  lighter  texture  -  are  all  of  a  piece;  his  motto  is 
that  of  Schiller’s  Die  Lduber:  In  tirannos!  In  his  Jesuit  play  only 
the  idea  of  service  to  mankind  remains;  his  Huguenot  play  ends 
with  the  comfort  -  for  believers  -  that  the  Lord  will  repay.  For 
a  writer  so  obsessed  -  but  logically,  not  morbidly  -  with  the 
political  and  social  aspects  of  the  world  of  today,  it  should  not  be 
surprising  that  he  eliminates  love  interest  -  there  is  a  flicker  of  it 
in  Hotel  du  Commerce  and  Herberge  only.  This  sums  up  to  the  con¬ 
clusion  that  his  range  is  limited.  Where  he  excels  is  in  his  con¬ 
trivances  of  sudden  surprises.  His  denouements  are  motived  either 
by  mathematical  ingenuity  (as  in  Der  offentliche  Anklager)  or  by 
Wandlmg.  But  Wandlung ,  if  normal,  is  a  slow  maturing  by  the  fruits 
of  experience,  whereas  in  Hochwalder’s  plays  it  results  from  a 
crescendo  of  incontrovertible  logic.  Actually,  as  in  Der  Fluchtling 
and  Herberge ,  the  conversion  may  be  that  which  we  have  at  a 
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Salvation  Army  penitent  form;  and,  though  dramatically  effective, 
it  may  come  close  to  Effekthascherei.  Moreover,  in  great  drama 
what  moves  us  is  the  clash  of  characters  and  of  passion,  not  the 
chemical  action  of  logic.  To  this  objection  the  answer  is :  but  here 
we  have  a  new  type  of  drama.  New  also  is  Hochwalder’s  reversion 
to  the  classical  type  of  drama  with  the  three  unities,  from  which 
he  swerves  only  in  Hotel  du  Commerce  and  Meier  Helmbrecht. 


XIX 

PHASES  OF  LYRIC  POETRY 

There  is  no  essential  discontinuity  between  the  lyric  poetry 
of  the  naturalist  and  expressionist  periods  and  that  of  the 
preceding  period.  Even  the  experiments  in  verse  or  stanza 
form  of  Amo  Holz,  Mombert,  and  others  conform  to  the  basic 
laws  of  German  versification:  the  longest  Whitmanesque  fine  or 
Nietzschean  dithyramb  and  the  shortest  expressionist  ejaculation 
are  still  a  matter  of  lift  and  dip  handled  for  emphasis.  All  difference 
is  one  of  mood  and  spirit  due  to  the  poet’s  personality,  and  the 
newness  of  the  verse  in  this  sense  is  in  the  measure  of  the  poet’s 
greatness.  It  would  not  even  be  safe  to  say  that  traditional  form  is 
a  criterion  of  mediocrity:  Stefan  George’s  verse  technique,  for 
instance,  is  on  close  analysis  traditional,  the  ballad  writers  of  neces¬ 
sity  keep  to  the  old  form  of  the  ballad,  and  the  expressionist  hymn 
or  ode  is  still  as  much  a  matter  of  variation  of  length  of  line  as  of 
rhetorical  afflatus.  The  themes  of  poetry,  too,  are  essentially  the 
same:  they  are  merely  different  in  atmosphere  and  interpretation. 
Certain  of  the  old  themes  may  be  neglected  as  outworn;  but  what 
is  more  likely  is  the  rejuvenation  of  an  outworn  theme  by  fitting 
it  to  the  need  of  the  day  or  even  (as  is  the  case  with  Stefan  George 
and  his  group)  by  conjuring  new  meaning  into  the  abrased  diction 
and  phrasing  of  the  theme.  Thus  sexual  love  is  transformed  from 
sentiment  and  glamour  to  Freudian  realism;  the  poetry  of  the 
town  takes  on  the  form  of  Gvossstudtpossis ;  the  eternal  yearning 
for  the  regeneration  of  the  world  is  renewed  as  chiliasm,  or  is 
variously  transformed  as  salvation  by  sexuality,  or  by  self-sacrifice 
£o  the  common  good  or  to  the  State ;  and  the  quest  for  God  be¬ 
comes  an  obsession.  Themes  that  older  poets  rarely  touched  are 
freely  interpreted:  incest,  paederasty,  Lesbian  love,  the  rotting  of 
dead  bodies.  So  intensified  is  the  interpretation  of  such  themes 
that  merely  to  sort  and  classify  them  is  a  fascinating  study  (Motiv- 
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geschicbte,  Motivik ).  And  all  this  thematic  multiplicity  can  be  ranged 
under  the  three  headings  of  (1)  Ichgehalt,  that  interest  in  self  which 
necessarily  inspires  the  Nietzschean  or  decadent  cult  of  person¬ 
ality;  (2)  Weltgehalt ,  the  cosmic  feeling  of  those  poets  (Dehmel, 
Mombert,  George,  etc.)  who  would  have  the  individual  strive 
upward  to  a  lofty  ideal  derived  from  contemplation  of  the  divine; 
(3)  Zeitgehalt  or  Tendency  the  lyric  creed  of  those  who  would  reform 
the  institutions  of  temporal  earth,  and  reverse  traditional  notions 
of  morality,  and  either  overthrow  or  glorify  the  State. 

The  social  revolt  goes  back  to  naturalism  and  develops  from 
the  downright  accusations  of  Armekutepoesie  (Dehmel,  Karl  Henc- 
kell,  etc.)  to  a  more  philosophic  consideration  of  the  lot  of  the 
masses  as  conditioned  by  the  help  (Gerhart  Hauptmann's  Im 
Nacht^ug,  Winckler,  etc.)  or  the  tyranny  (Paul  Zech,  etc.)  of 
machinery.  The  most  vigorous  expression  of  these  two  phases  is 
in  the  verse  of  the  working-men  poets  (Arbeiterdichter) .  These 
poets  are  not  necessarily  free-thinking  Socialists :  Karl  Broger, 
Heinrich  Lersch  and  Jakob  Kneip  were  Catholics.  The  themes 
which  dominate  in  their  work  are :  (1)  life  in  workshop  and  factory; 
(2)  the  problem  of  machinery  and  the  revolt  against  the  reduction 
by  capitalism  of  man  to  a  machine ;  (3)  the  relations  of  the  working 
man  to  society  (die  arbeiterliche  Lebensgestaltung) .  But  the  handling 
of  these  themes  is  not  as  a  rule  personal:  the  poet  speaks  for  his 
fellow-workmen;  and  the  political  party  has  the  relation  to  his 
poetry  that  the  university  has  to  the  work  of  academically  trained 
writers :  it  gives  the  lines  of  approach  and  attack. 

The  eldest  of  the  working-men  poets  was  karl  broger  (1886- 
1944),  a  builder’s  labourer  in  Nuremberg.  Before  the  War  he  had 
published  one  volume :  Die  singende  Stadt.  The  patriotic  poem  he 
wrote  when  the  War  came,  Bekenntnis ,  made  him  famous;  this 
lyric  then  appeared  in  his  book  of  War  poems,  Kamerad ,  als  wir 
marscbiert  (1916).  Later  verse  volumes  are  Flamme  (1920);  Hymen 
undBalladen  (1924),  Deutschland  (1924).  In  his  cycle  of  verse  legends 
Die  vier^ehn  Nothelfer  he  describes  the  misery  of  the  post-War 
years,  and  in  his  autobiographical  novel  DerHeld  im  Schatten  (1919) 
he  pleads  for  the  raising  of  the  intellectual  standard  of  the  working 
man’s  life.  His  novel  Guldenschuh  (1934)  attempts  a  picture  of 
Nuremberg  in  the  Middle  Ages. 

There  is  a  higher  poetic  level  in  the  lyric  work  of  heinrich 
lersch  (1889-1936),  a  boiler-maker  of  Munchen-Gladbach  on  the 
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Rhine.  His  experiences  as  a  workman  and  as  a  vagabond  through 
Germany  and  Italy  provide  the  substance  of  his  first  book :  Abglan £ 
des  Lebens  (1914).  Here  and  in  Mensch  im  Eisen  (1925)  he  stresses 
the  torment  of  mechanical  soulless  labour  and  the  poisoning  of 
the  working  man’s  soul  by  capitalism  and  class  prejudice.  He,  too, 
wrote  an  autobiographical  novel,  or  actually  a  typical  Tatsachen- 
roman ,  Hammerschlage  (1930);  his  novel  Die  Pioniere  von  Eilenburg 
(1934),  a  story  of  the  beginning  of  the  co-operative  movement  in 
Germany  about  1850,  pleads  for  self-help  among  the  workers.  In 
Mut  und  Ubermut  (1934)  Lersch  humorously  tells  of  his  vagabond¬ 
age;  in  the  short  stories  of  Im  Pulsschlag  der  Maschinen  (1935)  he 
states  his  creed:  the  machine  does  not  take  a  man’s  soul,  on  the 
contrary  the  workman  gives  his  soul  to  the  machine.  His  last  book 
of  verse,  Mit  briiderlicher  Stimme  (1933),  is  dedicated  Hm  Sinne  des 
Fuhrers’  to  the  community,  and  is  typical  of  the  general  absorption 
of  the  Arbeiterdiehter  who  survived  to  1933  in  the  Nazi  movement. 

Quite  a  different  set  of  working-men  poets  are  the  Werkleute 
au/Haus  Nyland  (p.  370),  though  Lersch  and  Broger  were  loosely 
associated  with  them  for  a  time.  Like  Lersch,  they  are  at  home  by 
Rhine  and  Ruhr,  and  their  theme  is  the  glorification  of  labour  in 
all  its  phases  as  they  knew  it  in  the  Rhenish  industrial  districts. 
But  they  are  disciples  of  Dehmel,  and  as  such  they  fling  themselves 
into  vigorous  praise  of  life  as  it  is.  The  three  founders  of  the  group 
were  Josef  Winckler  (p.  369),  Jakob  Kneip,  and  Wilhelm  Vers- 
hofen,  and  the  first  book  of  the  school  was  a  common  effort,  Wir 
Drei  (1904).  In  their  j ournal  Quadriga  appeared  Winckler’s  Eiserne 
Sonette  (1912),  in  which  he  sings  the  new  man  of  the  Iron  Age. 
Winckler’s  Der  Kheinbagger  marries  ancient  Rhine  myths  to  the 
new  myth  of  modern  industry.  The  most  gifted  of  the  Quadriga- 
leutei  s  jakob  kneip  (1881-1958).  The  son  of  a  Hunsriick  farmer,  he 
was  intended  for  the  Catholic  priesthood;  his  life  in  the  seminary 
and  his  desertion  of  it  at  the  call  of  life  he  has  described  in  his 
novel  Porta  Nigra  (1932).  His  native  Hunsriick  forms  the  back¬ 
ground  of  his  popular  novel  Hampit  der  Jager  (1927).  As  a  lyrist 
he  wrote  one  of  the  best  War  books,  Ein  deutsches  Testament  (193  8) ; 
his  other  volumes  of  verse  (Bekenntnis,  1917;  Der  lebendige  Gott, 
1919;  Bauernbrot,  1934)  bear  the  mark  of  his  religious  spirit  and 
his  love  of  the  supernatural. 

The  revival  of  the  ballad  is  as  free  from  experiment  in  form  as 
the  Arbeiterdichtung  is.  Lulu  von  Strauss  und  Tomey  and  Agnes 
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Miegel  have  been  dealt  with  as  women  writers  (pp.  342-3);  both 
infuse  into  the  ballad  something  of  the  new  spirit  of  the  revolt  of 
woman,  borries  frexherr  von  munchhausen  (1874- 1945)  on  the 
contrary  merely  carries  on  the  ballad  tradition  of  Graf  Moritz  von 
Strachwitz:  the  dashing  bravery  of  the  Germanic  warrior,  and  if 
the  theme  be  modern,  the  ways  of  a  junker  with  a  lady,  ormthe 
staole  of  Die  Balladen  und  ritter lichen  Lieder  (1908)  and  Das  Balladen- 
buch  (19*9;  final  edition  1950).  The  ballads  handle  motifs  from 
Nordic  myth  (Wodans  Bait,  Weissagung  der  Wala,  Wodans  Lzed  vom 
?S),  Danish  history,  the  Middle  Ages,  the  Thirty  Years 
War  Mdrchen  and  legends.  His  poems  of  personal  experience  were 
collected  in  Das  Liederbuch  (1928)  and  Idyllen  (1933)- 

The  verse  and  stanza  forms  continue  traditional,  but  with  new 
melodic  rhythms,  in  the  work  of  certain  poets  who  in  this  respect 
are  transitional  between  impressionism  and  expressionism  -  Georg 
Hevm  Georg  Trakl,  Ernst  Stadler,  Paul  Zech,  and  Annin  T. 
Wegner  As  far  as  form  is  concerned  Franz  Werfel,  too,  may  be 
ranged  with  this  group,  though  actually  he  is  the  very  apostle  of 
expressionist  ethics.  The  first  two  intensify  certain  morbid  themes 
and  prepare  for  the  expressionist  doctrine  of  the  regeneration  of 
humanity  by  dwelling  on  the  phases  of  decay  death,  and  decom¬ 
position,  while  Heym,  Zech,  and  Wegner  by  their  presentation  of 
the  city  as  a  nightmare  take  their  place  by  the  side  of  Rilke. 

GEORG  HEYM  (1887-1912)  is  with  some  fitness  called  the  German 
Rimbaud’,  not  because  of  any  similarity  of  life  -  he  was  drowned 
at  twenty-five  when  skating  on  the  Havel  -  but  because  of  his 
obvious  imitation  of  the  French  decadent.  His  two  volumes  of 
verse  (Der  eivige  Tag,  1 9 1 1 ;  Umbra  Vitae,  19x2;  Gesammelte  Gedichte, 
x947 )  sing  demonic  gloom  into  pictures  of  Berlin.  Typical  of  his 
manner  is  Die  Tote  im  Wasser,  the  description  of  the  corpse  of  a 
woman  floating  along  a  Berlin  canal  -  a  white  ship  manned  y 
great  rats1  -  'Ibr  dicker  Bauch  entragt  \  Dem  Wasser  gross,  vprbdblt  und 
fast  ^ernagt:  This  theme  of  the  decomposition2  of  beauty  we  find 
again  in  Alfred  Wolfenstein’s  (p.  425)  brilliant  translation  of  Rim¬ 
baud’s  Ophelie-,  it  is  ghastliest  in  Gottfried  Benn’s  Schdne  Jugend 
and  again  in  Heym’s  Ophelia  -  here  the  dead  girl  floats  along  on  a 

A  This  recurs :  Annin  T.  Wegner’s  Die  Ertrmkemn 
2  The  ultimate  inspiration  is  Baudelaire’s  poem  La  Charogne .  bee  also 
Heym’s  Schwarze  Visionen ,  Der  Scblafer  im  Walde  (obviously  modelled  on 
Rimbaud’s  Le  dormeur  du  val ),  and  Wist  du  nun  tot?  (the  picture  of  a  strangled 
woman’s  corpse). 
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river  shadowed  black  by  a  primeval  forest;  a  long  white  eel  glides 
over  her  breasts ;  she  dreams  of  a  crimson  kiss ;  she  floats  on  past 
the  din  of  cities  and  factories  -  through  all  eternity.  Another  theme 
(probably  from  Maeterlinck’s  Serres  chaudes )  is  that  of  the  hospital 
(Das  Fieberspital).  The  general  impression  ofHeym’s  poetry  is  that 
of  boyish  elaboration  of  the  macabre.  But  details  -  glimpses  in 
gloom  -  have  the  phosphorescence  of  fine  poetry. 

georg  trakl  (1887-1914)  was  a  dispensing  chemist  in  Salzburg 
who  went  mad  and  poisoned  himself  after  a  battle  on  the  eastern 
front.  He  is  a  poet  of  country  life,  but  as  such  glaringly  impres¬ 
sionistic;  e.g.  Herbs tseele: 


Hinter  Kreu%  und  braunem  Hugel 
Blindet  sacht  der  Wasserspiegel , 

Schreit  der  Habicht  hart  und  helL 

Uber  Stoppelfeld  und  Pfad 
Banget  schon  ein  schwar^es  Schweigen; 

JLeiner  Himmel  in  den  Zw eigen; 

Nur  der  Bach  rinnt  still  und  stad . 

The  first  general  impression  on  reading  Trakl’s  verse  (< Gedichte , 
1913;  Die  Dichtmgen ,  1917;  Gesamtausgabe ,  Vol.  1  1949,  Vol.  2 
1950;  Aus  goldnem  Kelch ,  1939)  is  that  it  is  schon  dagewesen:  these 
softly  wreathed,  faintly  fading1  rhythms  with  their  sensuous  varia¬ 
tion  of  vowels  (e.g.  cwenn  verf alien  der  kalte  Mond  erscheint )  read  like 
a  blending  of  Klopstock  and  Holderiin,  and  the  sense  may  be  even 
more  nebulous.  But  there  is  a  corpse-like  mellowness  in  this  verse 
which  is  strange  to  the  masculine  melancholy  of  Klopstock  and 
the  clean  ephebe’s  vision  of  Holderiin :  Trakl  is  a  decadent  ten 
years  after  his  time,  as  Baudelairian  -  and  to  the  verge  of  nausea  - 
as  Heym  is  Rimbaud-like.  It  is  only  necessary  to  read  a  few  poems 
to  fix  the  origins  and  the  method.  The  main  influence  is  that  of 
Maeterlinck’s  Serres  chaudes:  there  is  the  same  incongruous  enu¬ 
meration  of  details  (the  technique  of  seventeenth-century  German 
verse)  which  fuse  to  no  composite  picture  but  leave  an  impression 
of  the  motley  disorder  of  the  world  presenting  itself  as  the  reality 
it  is  to  the  heightened  poetic  hearing  and  vision  of  a  madman, 
there  is  no  sense  in  it  save  to  the  senseless;  and  how  the  magic 

1  ‘verweht  und  matt\ 


422 


MODERN  GERMAN  LITERATURE 


beauty  of  it  clashes  with  the  filthy  reality  that  belies  it,  even  to  a 
madman's  vision!  Trakl’s  range  is  very  limited:  really  he  has  only 
one  theme  -  the  tints  and  odours  of  decay  and  decomposition,  and 
the  insistent  idea  that  all  existence  is  decay;  nevertheless  there  is 
considerable  variety  in  the  wilful  repetition  -  he  returns  like  one 
obsessed  to  red  splashes  of  fruit  over  fading  autumn  foliage,  to 
the  bleeding  of  sunset  skies,  to  flies  or  ravens  or  crows  gashing 
carrion,  to  the  meeting  of  lovers  in  the  rotting  forest,  to  the  green 
glint  of  decomposing  flesh.  He  finds  haunting  images  for  the  unity 
of  life  and  death;  in  Frauensegen  for  instance: 

Wie  dein  Leib  so  schon  geschwellt 
Golden  reift  der  Wein  am  Huge/. 

Feme  gldn^t  des  Wei  hers  Spiegel 
Und  die  Sense  klirrt  im  Feld . 

He  is  at  his  best  in  the  sick  voluptuousness  and  the  physiological 
evocation  of  certain  lines :  e.g.  £ Resedendufi ,  der  Weihliches  umspult\ 
There  is  a  nouveau  frisson  in  such  of  his  poems  as  Die  Ratten : 

Im  Hof  scheint  miss  der  herbs tliche  Mond . 

Vom  Dachrand fallen  phantastische  Schatten . 

Fin  Schweigen  in  leeren  Fenstern  wohnt; 

Da  tauchen  leise  herauf  die  Ratten 

Und  huschen  pfeifend  hier  und  dort 
Und  ein  grdulicher  Dunsthauch  wittert 
Ihnen  nach  aus  dem  Aborts 
Den  geisterhaft  der  Mondschein  durch^ittert , 

Und  sie  keifen  vor  Gier  so  toll 
Und  erf ullen  Haus  und  Scheunen, 

Die  von  Korn  und  Fruchien  roll. 

Eisige  Winde  im  Dunkel  greinen . 

Another  early  victim  of  the  War  was  ernst  stadler  (1883- 
1914)  ;  he  fell  on  the  French  front  as  a  lieutenant  of  artillery.  He 
had  studied  in  Oxford,  and  was  a  Dozent  in  Strassburg.  His  one 
volume  of  verse  is  Der  Aufbruch  (1914),  and  here  the  form,  though 
still  heavily  rhythmical,  begins  to  break  away  from  tradition,  and 
his  ploughing  up  of  form  (to  use  his  own  expression)  is  to  him 


PHASES  OF  LYRIC  POETRY 


423 


a  symbol  of  his  breaking  away  to  his  suffering  brethren.  He  cries 
out  like  any  expressionist: 

Form  ist  Wollust ,  Friede>  h'rmmlisches  Geniigen , 

Doch  mich  reisst  es,  Ackerschollen  nm^iipflugen. 

Form  will  mich  verschnuren  and  verengen , 

Doch  ich  will  mein  Sein  in  alle  Weiten  drangen  .  .  . 

Stadler  uses  by  preference  a  long  plunging  line  which  is  clearly  an 
imitation  of  Whitman.  Der  Aufbruch  has  clear  unity  of  theme:  it  is 
the  story,  once  again,  of  the  German  youth  as  Parzival  or  Sim- 
plizissimus.  There  are  four  sections:  Die  Flucht  pictures  the  flight 
of  the  youth  from  all  that  is  base ;  Stationen  relate  episodes  on  the 
quest  for  the  ideal;  Der  Spiegel  is  the  revelation  of  truth  and  the 
relinquishment  of  self;  Die  Fast  is  appeasement.  Die  Flucht  gives 
the  sordid  experiences  of  a  boy;  ideal  beauty  dies  in  the  bed  of 
prostitutes ;  the  collapse  of  dream  in  the  pollution  of  desire.  The 
second  poem  states  the  goal  of  all  the  wildering  quest;  and  it  is 
notewrothy  that  Der  Aufbruch  leads  up  to  the  magic  phrase  found 
in  Der  Cherubinische  Wandersmam  of  Angelus  Silesius  and  which  is 
to  be  one  of  the  holy  texts  of  the  ethic  expressionists:  Mensch , 
werde  wesentlich  ! 

This  call  to  man:  to  thine  own  self  be  true!  is  the  very  message 
of  FRANZ:  WERFEL.  It  is  not  the  general  verdict  that  his  novels 
(pp.  371-3)  have  more  value  than  his  lyric  verse1;  but  the  fact  re¬ 
mains  that  he  is  a  lyric  poet  in  the  sense  that  Schiller  was  -  there 
is  high  moral  or  ethic  fervour,  but  it  is  sonorously  rhetorical. 
Through  his  series  of  verse  volumes  we  have,  not  magic  of  line, 
but  considered  delivery  of  a  doctrine,  and  even  the  ejaculatory 
hacking  of  the  line  is  part  of  the  plan  to  precipitate  overpowering 
pathos.  In  Der  Weltfremd  (1911)  Werfel  makes  his  confession  of 
faith  in  humanity;  in  Wir  sind  (1  c> x  3)  he  proves  that  we  are  because 
we  feel  that  we  are  one  with  our  brother,  and  that  the  typical  dis¬ 
harmony  (at  the  period),  that  of  father  and  son,  is  due  to  the 
splitting  of  the  Welts eele  or  cosmic  Allseele  into  reality  —  ideas 
which  are  fairly  commonplace.  In  form  Werfel  has  greater  variety 
than  Stadler  but  is  much  at  the  same  stage:  he  too  rhymes  Whit- 
manesque  lines  of  unequal  length  which  sometimes  overflow  into 
the  next.  He  has  Whitman’s  ecstatic  apostrophe,  and  like  Whitman 
1  Gedichte  aus  30  Jabren  (1938). 
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he  identifies  himself  with  all  sorts  and  conditions  of  men;  very 
American  sounds  - 

Icb  lebte  im  Walde,  hatte  ein  Bahnhofsamt, 

Sass  gebeugt  fiber  Kassabficher  und  bediente  ungeduldige  Gaste. 

Als  Heifer  stand  icb  vor  Kesseln,  das  Antlit\  grell  fiberflammt, 

Und  als  Kali  ass  ich  Abfall  and  Kfichenreste. 

The  tentacular  city  is  the  main  theme  of  armin  t.  wegner’s 
(1886-  )  Das  Antlit\  der  Stadte  (1917)-  Wegner,  a  jack-of-all-trades 
(‘farm  labourer,  dock  labourer,  tutor,  editor,  agitator,  lover,  idler’ 
is  his  own  enumeration)  had  published  three  other  books  of  verse 
(Im  Strome  verloren,  1905;  Zwiscben  oQvei  Stadten,  1909;  Gedichte  in 
Prosa,  1910)  before  the  War,  which  took  him  to  Mesopotamia  and 
inspired  his  anti-War  book  Der  Weg  ohne  Heimkehr;  ein  Martyrium 
in  Brief en  (1919)-  The  post-War  work  of  this  restless  wanderer  or, 
to  use  his  own  term,  ‘Poeta  Ahasverus’,  is  of  the  exotic  variety: 
the  lyrics  of  his  Die  Strasse  mit  den  tausend  Zielen  (1924)  carry  the 
nightmare  mood  of  Das  Anility  der  Stadte  over  the  highroads  of 
Europe  and  Asia;  and  two  novels  (see  p.  378)  have  a  Turkish  scene. 

The  great  city,  ‘ die  Megdre  Stadf,  is  a  nightmare  too  in  the  robust 
and  violent  verse  of paul  zech  (1881-1946),  a  disciple  of  Dehmel. 
He  was  the  declared  enemy  of  die  Werkleute  auf  Hates  Hyland,  whom 
he  accused  of  toadying  to  the  industrialists;  to  their  journal  he 
opposed  his  own,  Das  neue  Pathos,  which  counts  in  the  early  history 
of  expressionism;  his  own  visions  of  Rhenish  industry  find  their 
place  in  the  verse  of  Das  schwan^e  Revier  (1913)  and  in  the  short 
stories  of  Der  schwarvy  Baal  (1916).  In  the  poems  of  Der  Wald 
(1910)  and  Die  eiserne  Brficke  (1914)  there  is  a  contrast  of  the  fields 
and  forests  of  the  Vistula,  from  which  he  came,  with  the  misery  of 
mines  (in  which  he  had  worked)  and  factories  and  factory  towns. 
His  reactions  to  the  War  are  gathered  in  the  poems  of  Golgotha 
(1920)  and  the  prose  of  Das  Grab  der  Welt  (1919),  with  its  descrip¬ 
tion  of  the  attack  on  Verdun;  the  sonnets  of  Das  Ter^ett  der  Sterne 
(1920)  escape  to  some  hope  of  the  future,  while  in  the  four  tales 
of  Das  fdricbte  Her%  (1925)  the  slavery  of  labour  again  darkens  the 
expressionist’s  vision  of  man’s  humanity  to  man. 

All  these  early  or  ‘half  expressionists’  have  clear  expression  of 
humanitarian  rather  than  revolutionary  ideas,  though  Paul  Zech 
sometimes  wilfully  buries  his  meaning.  The  shock  troops  of  ex- 
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pressionism  proper  launched  their  attacks  in  journals  and  antholo¬ 
gies  ;  e.g.  in  Der  Kondor  (1912),  published  by  kurt  hiller  (1885-  ), 
who  couched  the  manifestos  of  the  ‘activists’  (die  Aktivisten).  The 
first  organ  of  the  activist  school  had  been  Die  Aktion  (1910-  ), 
edited  by  franz  pfemfert  (1879-1954) ;  the  ‘action’  demanded  is  a 
political  acceptance  of  expressionistic  ethics  as  a  State  programme. 
The  poets  of  Die  Aktion  were  all  ‘ Chaotiker ’  or  ‘  Wortchaotiker ’:  to 
them  the  world  was  chaos,  and  their  verse  too  is  a  chaos  of  words 
where  sense  may  be  as  the  needle  is  in  the  haystack,  albert  ehren- 
stein  (1886-1950),  who  had  attracted  attention  by  his  Novelle 
Tubutsch  (1911),  lashed  at  the  War  in  Barbaropa.  Alfred  wolfen- 
stein  (1888-1945)  has  pictorial  intensity  (Die  gottlosen  Jahre,  1914; 
DieFreundschaft ,  1917;  Die  Nackten,  1917);  his  poem  ImBestienhaus 
has  something  of  the  symbolic  significance  of  Rilke’s  Der  Panther . 
JOHANNES  R.  becher  (1891-195  8)  was  terribly  prolific  as  an  activist; 
mercifully  he  anthologized  his  verse  in  Das  neue  Gedicht  (1918).  In 
his  drama  Arbeiter ,  Bauern,  Soldaten  (1919)  the  whole  nation  is  trans¬ 
formed  to  goodness  and  sets  out  ‘to  God’  with  the  spectators  of 
the  play;  all  march  except  the  All-Highest.  Critics  praise  the  ‘Bol¬ 
shevist  vision’  of  his  Maschinenrhjthmen  (1 924) ;  these  poems,  one  of 
them  says,  ‘send  lange  Maschinenhallen,  in  denen  die  Worte  mechanisch  wie 
geolte  Kolben  auf  und  nieder  steigen.’  For  the  study  of  Motivik  his  verse 
is  important;  e.g.  In  Dunkel  is  one  of  the  most  vivid  handlings  of 
the  motif  that  in  the  misery  of  crowded  cities  people  pass  one 
another  as  utter  strangers,  dead  to  one  another:  city  life  is  thus 
mechanical  motion,  a  surging  past,  like  cold  sea  waves,  of  lay 
figures,  each  passing  to  his  or  her  illusive  scrap  of  pleasure  or  to 
helpless  misery;  this  is  the  purport  too  of  Ernst  Stadler’s  Abend- 
schluss,  Franz  Werfel’s  Menschenblick  and  Nur  Flucht,  and  Alfred 
Wolfenstein’s  Begegnungen.  He  lived  in  Russia  from  1935  to  1945- 
With  the  circle  of  Der  Sturm  we  come  to  genuine  atrocities  of 
poetry.  The  journal  —  politically  of  the  Red  variety  -  lived  twenty 
years  (1910-30);  the  editor  was  Herwarth  Walden  (p.  335)* 
only  poets  of  the  circle  who  are  worth  mentioning  are  kurt 
heynicke  (1891-  ;  Pangs  fallen  Sterne ,  1917;  Ausgewahlte  Gedicbte, 
1 9  5  2)  and  august  stramm  (1874-1915)-  Stratum  fell  on  the  Russian 
front.  Du  (1914)  is  a  book  of  love  poems;  Tropfblut  (1919)  of  War 
verse;  Dichtungen  (1919),  his  collected  work,  includes  bisplay 
Sancta  Susanna,  which,  set  to  music  by  Hindemith,  was  produced 
in  Berlin  in  1918.  The  curiosity  of  Stramm’s  technique  is  that  he 
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loves  lines  of  one  syllable;  thus  some  of  his  poems  are  stringed 
ejaculations.  The  reason  for  the  monosyllabic  lines  is  the  expres¬ 
sionist  conception  of  "clenching7  the  feeling;  such  a  line  is  ‘geballf. 
This  verbal  idiocy  is  intensified  in  the  "verse7  of  the  Dadaisten. 

Die  Neue  Sachlichkeit  or  Gebrauchslyrik  is  theoretically  at  least 
a  way  out  of  this  madness.  The  general  idea  of  this  "functional 
poetry71  is  that  the  poetic  value  of  a  thing  is  in  the  concrete  use  to 
which  it  can  be  put ;  the  result  of  such  a  theory  is  " Konkretisierung 7 
or  £  Aktualisienmg"  of  poetry;  or,  shall  we  say,  real  reality  trans¬ 
formed  to  novelty  because  things  are  shown  not  as  glamorous 
visions  or  coloured  impressions  but  as  functions  -  that  is,  what  is 
considered  important  is  their  purpose  in  life,  not  their  significance 
or  outward  semblance  in  art. 

It  would  be  foolish  to  dismiss  the  Nazi  lyrists  as  mere  propa¬ 
gandists;  after  all  Virgil  was  in  the  same  boat.  But  there  is  no 
danger  in  saying  that  these  poets  who  obey  the  lifted  thumb  of  the 
new  Augustus  are  less  than  any  Roman  poet.  In  those  days  they 
were  a  glittering  galaxy ;  but  the  moment  the  tumult  and  the  shout¬ 
ing  dies  they  fade  out  like  the  stars  at  dawn.  All  the  anthologies2 
of  their  racial  fervour  are  practically  unreadable  out  of  Germany. 
A  few  poems  have  proved  their  singable  qualities ;  for  instance 
Dietrich  Eckhart’s  Deutschland  erwache!  is  an  excellent  onomato¬ 
poeic  rendering  of  the  tocsin  -  brazen  clangour  and  clashed  anger. 
Perhaps  the  best  poems  are  those  addressed  to  the  Fuhrer:  here 
we  have  sometimes  a  striking  personal  note.  The  idealization  may 
seem  crazy;  but  for  all  we  know  Dietrich  von  Bern  or  Siegfried 
himself  may  have  been,  mentally,  of  the  calibre  of  Hitler;  to  poetry 
legend  is  all. 

1  ‘Functional  architecture’  -Neue  Sachlichkeit ;  glass  houses  and  factories 
have  hygienic  functions. 

2  SLufe  in  das  Keich  (1934),  ed.  Herbert  Bohme,  himself  one  of  these  bards 
(Kampf  und  Bekenntnis ,  Des  Elutes  Gesange). 
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Die  New  Sachlichkeit  -  essentially  a  return  from  the  hectic 
ideology  of  the  expressionists  to  a  raw  reality  (it  is  also 
classed  as  Der  Vberrealismus)  -  was  swept  away  in  1 93  3  by 
the  fanatically  political  and  politically  purposeful  creed  of  National 
Socialism;  this  clamoured  for  the  idealization  of  heroic  figures  or 
‘leaders’  in  past  and  present,  for  heroic  self-sacrifice  as  a  national 
ideal,  for  a  glorification  of  rural  life,  and  for  a  painstaking  exposi¬ 
tion  of  the  influence  of  landscape  and  local  customs  on  the  infin¬ 
itely  varied  and  yet  uniformly  ‘Nordic’  character  of  the  Stdmme. 
In  the  Third  Empire  there  was  no  place  for  ecstatic  poet-apostle 
or  international  dreamer:  steeled  body  and  alert  mind,  clean  living, 
joy  in  hardship,  motherhood  as  family  service  to  the  State,  now 
dominated  literature  and  made  it  a  mere  element  in  the  worship 
of  race.  It  would  be  foolish  to  say  outright  that  the  new  spirit  is, 
as  a  stimulus  to  literature,  inferior  to  the  old:  at  all  events  the 
Nazi  novel,  though  it  may  be  on  a  lower  level  as  literature,  is  at 
least  sane  and  healthy.  The  one  thing  that  is  quite  clear  is  that 
whereas  the  super-realism  which  gathered  force  in  the  twenties 
hardened  itself  to  feeling  and  made  a  vaunt  of  cynicism,  so  much 
so  that  love  itself  was  set  forth  as  a  physical  function  merely,  the 
literature  of  National  Socialism  revives  the  orgies  of  feeling  of 
Romanticism;  indeed,  this  govemmentally  directed  explosion  of 
feeling  has  so  much  in  common  with  the  philosophically  directed 
emotionalism  of  Romanticism  that  it  might  well  be  classed  as 
National  Romanticism.  Another  glaring  feature  is  the  return  to 
plain  traditional  form;  this  leads  to  monotony,  particularly  in 
lyric  poetry,  but  the  law  was  laid  down  by  Hitler  in  a  speech  at 
Nuremberg:  ‘Wer  nur  das  Neue  sucht  um  des  Neuen  mlkn,  der  verirrt 

4*7 


428  MODERN  GERMAN  LITERATURE 

sich  (pur  leicht)  in  das  Gebiet  der  Narretei;  miter  der  Parole  neusein 
umjeden  Preis  kann  jeder  Stumper  etnas  besonders  lei  stent 

One  immediate  result  of  the  new  standards  was  the  drastic  re¬ 
shuffling  of  reputations.  All  those  writers  who  could  be  classified 
as  " volkhaff  (racially  minded)  were  whirled  to  the  heights  of  Par¬ 
nassus  ;  those  who  could  not  were  given  back  seats  and  ticketed 
c  undents  chy  or  cvolksfremd\  All  the  jews1  without  exception  were 
branded  as  unfit  for  reading;  non-Jews  who  had  satirized  Ger¬ 
many  (e.g.  Heinrich  Mann)  were  outlawed  (causgeburgerf) ;  Liberals 
and  "good  Europeans5  (e.g.  Thomas  Mann)  found  it  expedient  to 
live  in  exile.  Neo-romantics  like  Hermann  Hesse,  whose  charac¬ 
ters  are  too  full  of  the  sadness  of  life  to  be  heroic  except  in  the 
endurance  of  suffering,  were  damned  with  faint  praise,  or  rejected 
as  effeminate  and  "aimless5.  The  places  held  in  the  eyes  of  Europe 
by  these  veteran  writers  were  taken  by  a  younger  generation  - 
Binding,  Blunck,  Kolbenheyer,  Hans  Grimm,  Ina  Seidel,  Hanns 
Johst,  Hermann  Burte,  Josef  Ponten,  Will  Vesper;  and  of  some 
of  these  c Dichter  des  heimlichen  Deutschlands*  (certainly  of  Ina  Seidel 
and  R.  G.  Binding)  one  might  say  that  they  were  now  given  the 
rank  due  to  them.  One  might  also  admit  that  the  indignation  of 
Germans  over  the  fact  that  some  of  the  best  German  writers 
remained  unknown  abroad  while  others  never  recognized  as  even 
third-rate  in  Germany  (Feuchtwanger,  Vicki  Baum,  Emil  Ludwig 
for  instance)  had  a  vast  foreign  public  had  some  justification, 
though  it  should  be  remembered  that  these  mass  purveyors  would 
not  circulate  if  they  were  not  readable. 

The  first  principle  of  Nazi  literature  is  that  it  must  express,  not 
the  feeling  of  the  individual,  but  that  of  the  race.  This  principle 
includes  self-dedication  of  the  writer  to  the  communities  within 
the  race  ( Hingabe  an  die  Gemeinschaff)>  so  that  poetry  and  drama  tend 
to  be  Gemeinschaftsdichtung.  Whereas  the  expressionists  dreamt  of 
regenerating  all  humanity  the  Nazis  restrict  their  regenerative  fer¬ 
vour  to  the  German  race.  Moreover,  while  expressionism  was  vio¬ 
lently  individual  (in  spite  of  its  Wir-Bewussfseiri)  National  Socialism 
humbly  accepts  regulation  from  without.  Expressionism  followed 
the  lines  of  Walther  Rathenau’s  struggle  against  Mechanisierungdes 

1  The  problem  of  the  Jews  had  been  handled  by  Schnitzler  in  Professor 
Bernhardt  and  Der  Weg  ins  Freie  and  by  Hermann  Bahr  in  Die  Rotte  Korah 
(1919).  The  works  of  the  Jewish  writers  had  to  be  published  in  foreign 
capitals  where  they  found  a  refuge:  Paris,  Amsterdam,  Stockholm,  Zurich. 
Prague  was  a  city  of  refuge  till  193 S. 
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Geistes ;  with  the  Nazis  Geist  is  as  mechanized  as  modern  armies 
are.  Expressionism  stands  for  ethic  ideals,  National  Socialism  for 
State  ideals ;  the  ideal  of  the  one  is  Ernemrung  der  Menschheit;  that 
of  the  other  Ernemrung  der  Rasse. 

The  second  principle  is  that,  since  the  health  of  the  race  springs 
from  the  soil  of  the  country,  the  finest  racial  types  will  be  found, 
not  in  the  city,  but  on  the  land.  The  result  of  this  doctrine  is  that 
approved  literature  is  for  the  most  part  Heimatkunst  or  Schollen- 
dichtung ;  or,  to  use  the  term  now  preferred,  Blut-  und  Bodenliteratur . 
The  ideal  German  is  the  German  Bauer;  and  the  task  of  the  poet 
or  novelist  is  to  show  how  this  peasant’s  qualities  derive  from  the 
land  he  tills.  The  difference  between  Heimatkunst  and  the  new  Blut- 
und  Bodenliteratur  is  that  the  Nazi  movement  attaches  more  value 
to  Blut  than  Boden;  and  Blut  means  race.  Race  in  two  senses ;  firstly 
it  means  the  Nordic  or  Germanic  race;  and  secondly  the  Stamme 
that  make  up  this  race  in  Germany.  Idealization  of  the  Nordic 
type  occurs  mainly  with  the  Kulturphilosopben,  while  sub-racial 
idealization  is  the  affair  mainly  of  the  new  regional  novelist.  But 
the  Boden  or  landscape,  too,  is  differently  glorified  than  it  was  by 
the  Heimatkunstler  of  pre-War  days,  and  takes  on  more  mythical 
tints :  what  the  Nazi  novelists  are  set  to  evoke  is  not  the  surface 
but  the  very  soul,  the  mystic  and  fateful  soul,  of  the  landscape.  In 
H.  F.  Blunck’s  tales,  for  instance  (even  those  which  are  in  period 
historical),  myth  and  symbol  rather  than  description  serve  to  evoke 
the  landscape  and  to  give  it  magical  radiance.  This  splitting  of 
literature  into  provinces  had  for  result  that  Josef  Nadler’s  Literatur- 
geschicbte  der  deutschen  Stamme  was  now  the  approved  History  of 
Eiterature. 

The  third  principle  is  that,  since  the  race  is  by  its  very  blood 
heroic,  literature,  too,  must  be  heroic  and  confident  of  the  coming 
glory  of  the  race;  any  other  mood  is  treason  to  the  race. 

The  ideals  of  the  Blut-  und  Bodenliteratur  were  expounded  by  the 
Minister  of  Agriculture,  Walther  Darre,  in  his  two  books  Has 
Bauerntum  als  Eebensquell  der  nordisehen  Rasse  (1930)  and  Neuadel  aus 
Blut  undBoden  (1930),  which  gave  such  currency  to  the  term  that  it 
had  its  convenient  abbreviation  -  Blubo.  This  to  an  outsider  seems 
irresistibly  hilarious;  particularly  in  the  light  of  Karl  Kraus’s  ir¬ 
reverent  witticism:  ‘Eine  Verbindmgvon Blut  md Boden  ergtht tmmer 

nur  Starr krampfl  .  ,  . 

There  were  of  course  peasant  tales  still  being  written  which  in 
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spirit  differed  radically  from  the  Blubo  tales ;  for  instance,  Der  Kopf- 
lohn  by  Anna  Seghers  (p.  493).  We  must  take  it  that  a  tale  of 
country  life  cannot  be  ranged  with  the  Blubo  literature  unless, 
before  or  after  1933,  it  rings  true  to  Nazi  ideals.  After  1933  such 
totalitarian  tales  were  stamped  out  of  holy  earth  like  the  bristling 
German  army.  Only  a  few  of  those  which  project  above  the  ruck 
can  be  dealt  with  here,  and  the  very  nature  of  Blubo  literature 
exacts  a  geographical  classification;  the  most  convenient  arrange¬ 
ment  will  be  that  of  the  three  parallel  belts  of  north,  centre,  and 
south  which  roughly  coincide  with  the  sub-racial  division  into 
Low  Saxon,  Franconian-Thuringian-Upper  Saxon- Silesian,  and 
Allemannic-Bavarian-Austrian,  to  which  must  be  added  the  Ger¬ 
mans  without  the  Reich  (Auslandsdeutsche) . 

The  true  home  of  the  Blubo  tale  is  the  rich  farmland  of  the 
North;  if  one  can  speak  of  classics  of  the  movement  they  are 
Friedrich  Griese  in  Mecklenburg  and  Ernst  Wiechert  in  East 
Prussia. 

Friedrich  griese  (1890-  )  was  an  elementary  schoolmaster  in 
East  Mecklenburg  and  then  in  Kiel.  Critics  stress  his  early  deaf¬ 
ness  :  this  gave  him  his  close  perceptions  of  the  processes  of  nature 
-  he  heard  the  grass  grow,  as  the  saying  goes.  His  conception  of 
man’s  native  soil  as  fate  gathers  intensity  from  tale  to  tale  (Feuer, 
1921 ;  Ur,  1922;  Alte  Glocken,  1925)  and  reaches  a  climax  in  Winter 

i^i)- 

ernst  wiechert  (1887-1950)  is  the  novelist  par  excellence  of 
East  Prussia,  the  laureate  of  the  vast  forests  and  heathlands  in 
which  he  grew  up  as  the  son  of  a  forest  ranger.  The  very  best  of 
him  is  in  his  evocation  of  the  magic  and  mystery  of  these  en¬ 
chanted  woodlands  and  the  rough-hewn  or  moonstruck  folk  who 
are  moulded  to  their  environment.  At  the  Oberrealschule  and  Uni¬ 
versity  of  Konigsberg  he  was  disillusioned;  here,  he  says,  he  re¬ 
nounced  God,  Christ,  the  Kaiser,  State,  parents,  teachers,  women. 
Formative  influences  which  can  be  traced  in  his  work  are,  above 
all,  the  Danish  novelist  Jens  Peter  Jacobsen,  Wilhelm  Raabe,  the 
East  Prussian  Graf  Eduard  von  Keyserling,  and  the  Russian  novel¬ 
ists.  He  was  a  secondary  teacher  for  thirty  years;  he  served  in  the 
First  World  War  from  start  to  finish,  and  then  returned  to  his  task 
as  teacher  at  Konigsberg  and  later  in  Berlin,  Here  the  Board  of 
Education  were  informed  that  ‘every  class  that  Wiechert  takes  is 
lost  to  National  Socialism’,  and  in  1933  he  found  it  convenient  to 
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resign  his  post.  He  settled  for  a  time  on  the  Lake  of  Starnberg, 
but  lectures  he  gave  in  1934  at  the  University  of  Munich  gave 
offence,  and  in  1938  he  was  sent  to  die  concentration  camp  at 
Oranienberg,  from  which  he  was  transferred  to  Buchenwald;  five 
months  later  he  was  released,  but  kept  under  observation  by  the 
Gestapo  and  prevented  from  publishing  anything;  what  he  wrote 
he  buried  in  his  garden  in  a  tin  box.  After  the  war  he  lectured  in 
the  United  States,  and  then  found  a  home  in  Uerikon  near  Zurich, 
where  he  died.  Wiechert’s  autobiography  is  contained  in  Walder 
und  Menschen  (1936),  the  story  of  his  boyhood,  and  in  Jahre  und 
Zeiten  (1949),  which  chronicles  his  life  from  his  student  days  to 
the  time  of  his  settling  in  Switzerland  and  deals  with  the  impact 
on  him  of  the  political  turmoils  of  the  day ;  Der  Totenwald  (1945-46) 
records  his  experiences  at  Buchenwald.  His  first  novel,  Die  Flucht 
(1916),  has  also  autobiographical  elements;  the  hero,  a  teacher, 
flees  from  a  loathsome  world  to  the  forests  of  Masuria  and  there 
commits  suicide.  In  Wiechert’s  early  work  there  is  the  reflex  of 
his  unhappy  first  marriage.  There  is  the  same  conflict  with  the 
world  of  today  in  the  novels  which  follow:  Der  Wald  (1922),  Der 
Totenmlf  (1924),  and  in  Die  blauen  Schwingen  (1925),  which  was 
completed  in  the  trenches  of  Champagne.  In  Der  Totenmlf 
Christianity  is  specifically  charged  with  life’s  misery,  but  this  dis¬ 
gust  with  the  world  changed  to  a  certain  acceptance  of  Christian 
feeling.  Teh  war  vierfgj  he  says,  ‘ah  der  Durchbruch  der  Gnade  uber 
mich  ham  und  die  alte  Form  ^erbrach.  Er  spulte  den  Hass  hinweg,  in  dem 
ich  aufgewachsen  ward  From  now  on  there  is  a  note  of  appeasement 
in  his  tales ;  his  characters  face  up  to  death  and  devilry,  and  healing 
is  found  in  shouldering  the  burdens  life  imposes ;  the  lesson  runs 
that  not  God,  but  man,  decides.  Wiechert’s  task  as  a  writer  is  now  to 
analyse  the  civilization  of  today  and  to  find  ethical  principles  which 
will  make  it  bearable.  In  Jahre  und  Zeiten  (1949)  Wiechert  dismisses 
the  works  of  his  first  phase  as  self-centred  and  engendered  by  his 
Kulturpessimismus  or  nihilism  of  despair;  he  had  written  them  to 
free  his  mind  from  the  stifling  sense  of  frustration  that  had  over¬ 
come  him  in  the  satanized  civilisation  of  the  city.  This  finding,  of 
grace  which  heralds  his  \weite  Geburf  is  not,  however,  a  Christian 
conversion  -  he  is  still  an  agnostic,  but  he  has  found  his  way  to  a 
Christian  conception  which  is  all  his  own.  It  is  in  effect  a  return 
from  the  hectic  and  strident  bustle  and  battle  of  the  city  to  the 
peace  of  nature.  There  has  been  much  discussion  of  Wiechert  s 
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attitude  to  Christianity.  His  intimate  knowledge  of  the  Bible  shows 
throughout  his  work ;  his  language  is  often  markedly  Biblical;  but 
he  often  makes  a  mockery  of  Bible  texts ;  e.g.  such  a  text  as  ‘whom 
the  Lord  loveth  he  chasteneth’  serves  him,  with  much  else,  for  his 
angry  rejection  of  the  parson’s  cruel  God.  After  Buchenwald  the  j 
love  of  God  is  a  mockery.  The  burden  of  his  tales  is  still  a  weary  j 

renunciation;  comfort  is  to  be  sought,  not  in  God,  but  in  nature  [ 

with  all  her  bounty  and  the  unfathomable  mystery  that  is  within 
and  behind  her;  man,  emancipated  from  God  and  united  with 
nature,  finds  himself.  There  is  some  show  of  a  reasoned  recon¬ 
ciliation  with  life  in  DerKnecht  Gottes  Andreas  Njland  (1926),  the 
story  of  a  clergyman  who  throws  up  his  living  to  walk  the  ways 
of  Christ  among  stricken  humanity  in  all  stages  of  society,  but 
comes  to  grief.  The  religious  self-abasement,  as  it  seems  to  some, 
of  this  first  stage  of  Wiechert’s  mature  period,  has  been  branded 
as  escapism;  and  indeed  by  comparison  it  marks  a  softening  of  the 
hard  post-war  doctrine  of  reclamation  of  the  race  and  Fatherland 
such  as  we  find  it  in  the  writings  of  Ernst  Jiinger.  Wiechert’s  new 
idealization  of  nature  and  of  nature-like  man  comes  out  in  the 
Novellen  of  Der  silberne  Wagen  (1928)  and  Die  Flote  des  Pan  (1930), 
and  his  spiritual  rebirth  informs  his  novel  Die  kleine  Passion  (1929), 
the  hero  of  which,  Johannes,  is  told  as  a  boy  by  his  mentor,  a 
freethinker  who  confirms  him  in  his  rebellion  against  hypocritical 
pedagogy  and  satanized  standards  of  urban  living,  that  what  de¬ 
cides  is  blood’,  not  in  the  sense  of  sex  instinct,  but  with  the  mean- 
ing  that  any  man  acts  potentially  as  his  blood,  or  the  imperative 
force  of  his  physical  nature,  impels  him.  This  is  from  now  on 
Wiechert  s  deterministic  doctrine ;  life  is  decided  by  blood  (spiritual 
heredity  or  race-transmitted  qualities) .  In  Wiechert’s  concept  blood 
with  heredity  as  its  corollary  is  one  of  the  three  saving  forces  of 
existence;  the  other  two  are  loneliness  (or  concentration  on  one’s 
chosen  task  in  aloofness  from  distractions)  and  nature.  It  might 
be  argued  that  if  development  of  character  is  thus  predetermined 
then  the  processes  of  the  E ntwicklungsroman  must  be  ruled  out.  At 
all  events,  beautiful  in  some  ways  as  Die  kleine  Passion  is,  it  affords 
proof  positive  that  Wiechert’s  gospel  of  the  inherent  rights  of  the 
strong  personality  is  morally  and  socially  impossible.  On  the  side 
of  technique  the  intrigue  is  inventively  poor;  if  the  novel  is  to  be 
ranked  high  it  can  only  be  by  reason  of  its  mastery  of  language, 

Its  wealth  of  allusion,  its  undertones  of  poetry,  its  Bitter,  Dufte , 
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Kldnge  (to  use  Wiechert’s  own  way  of  putting  it),  the  basic  com¬ 
mon  sense  of  its  rebellion  against  ingrained  prejudice  and  biblical 
illogicality.  Jedermann  (1931)  is  a  sequel;  it  recounts  the  experiences 
of  Johannes  in  the  war.  The  novel  amounts  to  an  uncompromising 
rejection  of  war  as  unnatural;  there  is,  it  is  true,  war  in  the  pro¬ 
cesses  of  nature,  but  this  is  organic,  never  organized.  In  Wiechert’s 
allusive  symbolism,  moreover,  war  is  an  outrage  on  the  Mother¬ 
land;  for  in  his  mystical  mother-cult  'mother*  embodies  all  that  is 
good  and  creative ;  and  therefore  this  more  or  less  pacific  war 
novel  is  in  stark  contrast  to  the  general  run  of  war  novels  with 
their  cult  of  the  Fatherland.  But  there  is  the  reverse  of  defeatism 
in  Jedermann ;  the  good  that  comes  from  defeat  is  that  it  binds  men 
together  for  common  service  and  tolerance,  to  Jews  as  to  all 
others.  Wiechert’s  theme  of  escape  from  misery,  which  is  the  basic 
theme  of  Jedermann ,  is  more  mythically  handled  in  Die  Magd  des 
Jurgen  Dostocil  (1932);  the  hero  is  an  East  Prussian  ferryman  on 
the  Memel,  a  primitive  gifted  with  second  sight,  and  with  age-old 
pagan  beliefs  piercing  through  his  crust  of  Christianity.  The  in¬ 
grained  heathen  qualities  surviving  in  these  fastnesses  of  nature 
give  the  story  with  its  inwoven  undertones  a  luring  charm.  The 
hero  of  Die  Majorin  (1934)  returns,  after  twenty  years*  service  in 
the  Foreign  Legion,  from  a  prisoners*  camp  in  Africa  and  lives  an 
outlaw’s  life  in  an  East  Prussian  forest,  till  he  is  won  back  to  faith 
in  life  by  a  great-hearted  woman.  Die  Hirtennovelle  (1935)  is  today 
classed  as  one  of  the  finest  short  stories  in  German  literature. 
Michael  is  a  shepherd  lad  who  guards  the  flocks  of  a  lonely  East 
Prussian  hamlet  near  the  frontier ;  there  are  cows,  sheep,  and  goats, 
but  the  pride  of  the  herd  is  Bismarck,  the  bull.  One  day  the  shep¬ 
herd  of  the  neighbouring  hamlet,  Laban  -  a  name  given  in  the 
district  to  chaps  big  in  the  bone  but  weak  in  the  head  -  invades 
Michael’s  purlieus ;  there  is  a  fight,  and  Michael  hits  Laban  straight 
between  the  eyes  with  a  stone  from  his  sling.  This  Goliath  re¬ 
covers,  but  henceforth  keeps  Ms  distance.  The  tale  is  marvellously 
fitted  detail  by  detail  to  the  Bible  story  of  David,  though  the  note 
is  of  halcyon  peace  till  the  war  comes  and  the  Russians  and  Michael 
is  killed  as  he  tries  to  save  one  of  his  lambs  that  has  strayed  from 
where  he  had  Mdden  flock  and  village  folk.  Das  einfache  Leben 
(1939)  introduces  a  tMrd  period  of  maturity:  the  gospel  of  the 
second  period  is  still  the  staple,  but  it  is  reasoned  more  logically 
and  with  less  acerbity  of  argument.  Sex  is  clean  cut  out;  the  tone 
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throughout  is  austere  and  noble.  The  manuscript,  written  after 
the  Buchenwald  experience,  was  recovered  from  the  tin  box  buried 
in  the  garden.  It  is  ostensibly  a  post-war  novel,  and  the  aim  is 
rehabilitation  after  the  First  World  War;  but  the  war  that  is  coming 
is  foreshadowed,  although  Nazi  activities  are  for  discretionary 
reasons  kept  out  of  the  picture,  while  Communists  and  Stahlhelm 
are  episodically  in  the  foreground.  Very  effective  is  the  scorn 
poured  on  the  cruel  God  of  the  Germans,  who  after  murderous 
battles  intone  the  hymn:  Nun  danket  alle  Gott!  There  is  the  same 
spirit  of  redemption  by  love  and  labour  in  Die  ferominkinder  (z  vols., 
1945  and  1947),  in  which  there  is  again  a  delightful  evocation  of 
life  in  a  lonely  East  Prussian  village.  Wiechert’s  last  novel,  Missa 
sine  nomine  (1950),  yet  another  I  kimkehrerroman,  describes  the  fate 
of  three  brothers  of  the  old  nobility  during  and  after  the  war. 
One  of  the  three  is  obviously  a  self-portrait;  on  his  release  from  a 
concentration  camp  he  gradually,  in  the  loneliness  of  nature,  finds 
his  Christian  fate  and  realizes  that  God  created  good  and  evil  for 
man  to  choose  between  them. 

BEKNO  von  mechow  (i  897-  ),  though  bom  in  Bonn,  was  brought 
up  in  Baden-Baden  and  Freiburg  im  Breisgau;  he  is,  however, 
reckoned  with  the  writers  of  the  hard  North.  He  began  with  Das 
landliche  ]ahr  (1930),  a  chronicle  of  bucolic  life;  the  hero  is  a  young 
Gutsinspektor  who  learns  that  he  must  face  life  on  his  own.  Vor- 
sommer  (1933)  is  obviously  modelled  on  Stifter’s  Nachsommen  it 
shows  that  subtle  interweaving  of  nature  and  human  life  which  is 
Stifter’s.  theme.  Von  Mechow  was  associated  with  paul  alverdes 
(1897-  )  as  joint  editor  of  Das  Innere  Reich,  a  journal  which  boomed 
the  Blubo  literature,  Alverdes,  an  Alsatian,  bom  in  Strassburg, 
counts  in  Nazi  literature  for  his  War  tales  (Reinhold  oder  die  Ver- 
wandelten ,  1931 ;  Die  Pfeifers  tube ,  1934).  Alverdes  here  coins  one  of 
the  winged  words  of  the  day:  all  the  heroism  is  for  love  of 6 das 
msichtbare  Deutschland \  will  vesper  (1882-  ),  a  native  of  das  hr- 
gische  hand ,  was  one  of  the  Nazi  coryphaei;  he  proclaimed  their 
doctrines  in  his  popular  review  Die  neue  Lileratun  His  most  im¬ 
portant  original  work  is  the  novel  Das  harte  Geschlecht  (1931);  it 
retells,  from  the  Old  Norse  sagas  of  Greenland,  the  story  of  Lef 
the  Cunning,  who  sails  to  Greenland,  is  converted  to  Christianity 
in  Denmark,  and  dies  on  a  pilgrimage  to  Rome. 

Friedrich  schnack  (i 888-  )  describes  his  native  district,  the 
land  round  the  river  Main;  he  hails  from  the  Rhon.  He  served 
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during  World  War  I  in  Turkey,  and  was  interned  on  the  island  of 
Prinkipo ;  in  Asia  were  written  some  of  the  poems  of  Das  kommende 
Keich  (1920).  This  volume  was  followed  by  other  verse :  Vogel 
Zeitvorbei  (1922),  Das  blaue  Geisterhaus  (1924),  Palisander:  Gedichte 
aus  den  Tropen  (1933).  In  his  trilogy  of  novels  Die  brennende  Liebe, 
with  its  tale  of  three  generations  (Beatus  und  Sabine ,  192.7;  Sebastian 
im  Wald,  1926;  Die  Orgel  des  Himmels ,  1927)  there  is  an  attempt  at 
something  new :  the  districts  round  Main  and  Neckar  provide  the 
setting,  but  the  landscape,  Schnack  explains,  is  built  up  as  a  mirror 
of  the  spiritual  {Spiegel  des  Seelischen),  not  as  a  coulisse.  He  elimin¬ 
ates  the  psychological  method,  because  conceptions  of  psychology 
change  from  period  to  period,  whereas  the  mirroring  of  landscape 
in  the  human  mind  (that  is,  the  moulding  of  the  mind  by  geo¬ 
graphical  miliepi)  is  a  permanent  process.  That  literary  psychology 
changes  from  school  to  school  is  more  or  less  true,  and  probably 
Schnack 5 s  volte-face  is  to  be  explained  as  a  reaction  from  the  possibly 
depraved  psychological  experimentation  of  (e.g.)  Jakob  Wasser- 
mann’s  later  novels  or  such  a  book  as  Edschmid’s  Lord  Byron  \ 
Schnack’s  attitude,  on  the  other  hand,  leads  to  the  mentally  de¬ 
praved  healthiness  of  Blubo .  Man  should  serve  as  a  literary  object, 
Schnack  continues,  only  in  the  measure  that  landscape  passes  into 
and  moulds  his  life  by  the  experience  of  it;  landscape,  therefore, 
is  life,  and  breeding  is  of  the  soil  and  for  the  soil  -  which  is  Blubo 
metaphysics  with  a  halo.  Schnack,  however,  means  more:  his 
technique  is  a  metaphysical  elevation  of  plane  above  plane  (Uber- 
hohung  der  Ebenen ) :  his  novels  stage  plane  above  plane  and  thus 
show  "the  manifold  refraction  of  events  and  figures5  -  the  finite 
landscape  quivers  into  dream-like  unity  with  infinity,  till  Neckar 
and  Nile  are  one  and  flow  to  the  same  crystal  city.  Schnack  rejects, 
too,  the  term  Entwicklungsroman,  and  classifies  these  later  stories 
of  his  as  Entfaltungsromane :  his  characters,  though  they  change 
infinitely  under  the  magic  action  of  landscape,  are  unspoilt  and 
whole,  and  the  construction  of  the  novels  is  a  vertical  elevation 
from  stage  to  stage,  not  a  growth  by  chance  divagation.  If  land¬ 
scape  only  constituted  the  stages  of  elevation  Schnack’s  scope 
would  be  limited;  but  in  Die  Orgel  des  Himmels  the  fling  of  his 
theory  takes  in  the  construction  of  a  railway,  and  in  Goldgraber  in 
Franken  (1931)  and  Das  Zauberauto  (1928)  we  get  the  technical 
miracles  of  the  present.  He  cultivates  the  symbolism  of  fauna  and 
flora:  Das  Leben  der  Schmetterlinge  (1928);  Der  Lichtbogen  (1932); 


MODERN  GERMAN  LITERATURE 


436 

Sibjlle  und  die  Feldblumen  (1937).  Das  wue  ImhcI  (1934)  is  one  of  the 
best  of  the  back-to-the-land  tales;  in  Die  irundcrsame  Strasse  (1936) 
a  hero  with  the  musician’s  restless  fancies  in  his  brain  goes  back 
to  the  land  but  deserts  it  to  follow  his  dream  of  a  maid,  only  to 
find  solid  safety  in  the  arms  of  a  farmer’s  widow. 

Swabian  Blubo  is  represented  by  peter  dorei.kr  (1878-  ),  a  Cath¬ 
olic  priest.  He  has  written  a  trilogy:  Die  I  MWpe  der  torichten  Jungfrau 
(1930),  Apollonias  Sommer  (1931),  and  Urn  das  kommende  Geschlecht 
(1932);  Apollonia  is  a  multi-mother  of  her  relatives  to  the  third 
generation  in  the  Allgiiu.  The  life  of  peasants  in  the  Allgau  who 
eke  out  their  living  In’  hand-weaving  is  the  theme  of  Die  Notivender 
(1934);  once  again  the  introduction  of  machinery  threatens  ruin, 
but  here  a  young  farmer  shows  how  salvation  lies  in  timely  adap¬ 
tation. 

georg  BRnTrNc;  (1891-  ),  a  Regensburg  man  by  birth  but  resi¬ 
dent  in  Munich,  is  the  poet  of  the  Lower  Bavarian  countryside. 
He  began  with  expressionist  plat's  (Der  Mann  im  Aland,  1920;  Das 
Storchennest,  1921 ;  Vania  und  Hiauea,  1922)  and  then  went  over  to 
Novellen  —  Valentin  und  Veronika  and  Der  liisliiufer,  both  1948, 
reprint  tales  collected  from  previous  volumes.  There  is  a  sensitive 
impressionism  in  these  short  stories,  which  are  regional  in  the 
sense  that  the  characters  are  Bavarian  types  of  his  entourage  -  vil¬ 
lagers  and  small  townsmen.  In  his  loving  depiction  of  children 
and  adolescents  he  no  doubt  calls  up  reminiscences  of  his  youth 
‘am  Strom',  by  the  Danube.  His  experience  of  war  service  -  he 
went  straight  from  school  into  the  army  and  had  three  years  in 
the  trenches  -  comes  into  the  weft  and  woof  of  his  one  novel, 
Lebenslauf  eines  dicken  Mannes,  der  Hamlet  hiess  (1932).  Hamlet  wages 
war  in  Norway  on  behalf  of  his  stepfather,  and  the  chronicle 
adumbrates  the  poet’s  own  reactions  as  a  soldier  to  the  humbug 
which  launches  armies  to  torture  and  death;  the  mad  brutality  of 
modern  warfare  is  ironically  mirrored  in  the  narrowed  framework 
of  a  duodecimo  campaign  in  the  dim  days  of  old.  The  outlines  of 
the  tale  are  as  told  by  Shakespeare,  but  the  feeling  of  utter  help¬ 
lessness  of  the  paunchy  Danish  prince  in  the  grip  of  fate  is  that 
of  Britting  himself  in  the  trenches  of  Flanders.  The  style  and  lan¬ 
guage  of  the  novel,  expressionistically  strange  but  sensuous  and 
highly  coloured,  wends  along  wearily  with  the  faint  pulse  and 
rhythm  of  dream.  His  books  of  verse  are  Gedichte  (1930),  Der 
irdische  Tag  (193  3),  Rah,  Rose  und  Hahn  (1 939),  Das  Lob  des  Weirns 
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(1942),  Die  Begegnung  (1947),  Unter  hohen  Bdumen  (195 1).  His  earlier 
lyric  manner,  more  or  less  rooted  in  expressionism,  quickly  de¬ 
velops  to  the  solid  shaping  of  his  later  verse,  which  varies  in  mood 
rather  than  in  its  general  tenor.  The  structure  of  the  verse  is  hard 
and  firm,  sometimes  rough;  traditional  forms  are  broken  up  to 
give,  not  free  rhythms,  though  these  occur  sporadically,  but  free¬ 
dom  to  lengthen  or  shorten  lines  or  to  tail  a  stanza  with  an  extra 
line.  Already  in  Der  irdische  Tag  we  have  the  poet’s  full  panoply. 
The  forefront  of  what  is  presented  is  the  exterior  world  as  the 
year  runs  its  changes  of  scene  and  feeling  round  the  gardener’s 
calendar.  The  procession  of  the  seasons  has  been  worked  out  by 
many  poets  since  James  Thomson;  in  Britting’s  sequence  it  is  all 
new  because  the  vision  is  regional:  these  are  scenes  centred  on  the 
Danube  -  always  cder  Strom ’  {die  Isar  is  less  lovingly  given  its 
name).  Excursional  jaunts  to  the  Tyrol  and  Italy  provide  variety 
at  the  rim  of  the  homeland  landscape.  Die  Begegnung  is  a  chain  of 
seventy  sonnets,  which  in  substance  renew  and  vary  the  medieval 
Dance  of  Death  in  language  toned  to  the  sharp-cut  contours  of 
the  old  woodcuts  of  the  danse  macabre .  Significantly  the  sequence 
ends  with  a  lovely  finale:  Der  schone  Tod.  Strange  it  seems  that  so 
robust  a  Bavarian  gentleman,  by  friendly  repute  a  lover  of  all  good 
things,  a  Falstaffian,  a  Zecher ,  should  write  of  Death;  but  is  he 
indeed  more  himself,  with  his  zest  in  life,  in  the  congenial  lyrics 
of  Lob  des  Weines?  Here,  of  course,  the  burden  of  the  song  is: 
Begone,  dull  care !  Unter  hohen  Bdumen  carries  on  the  laud  of  nature 
of  Der  irdische  Tag,  but  with  less  of  Ich  and  more  of  Du;  the  poet, 
perhaps  with  some  sense  of  social  promiscuity,  but  more  likely 
because  of  a  ripening  of  his  great,  good  heart,  seeks  approach  to 
his  fellow  men  -  lover,  vintager,  thief,  or  whatever  he  or  she 
may  be. 

richard  billinger  (1893-  )  was  to  have  been  a  priest,  but 
blossomed  out  into  a  writer  of  great  versatility;  he  is  the  acknow¬ 
ledged  poet  and  dramatist  of  Upper  Austria.  There  is  a  strong 
religious  element  as  well  as  pulsing  melodrama  in  his  peasant 
plays;  Das  Spiel  vom  Knechte  (1926),  Das  Perch tenspiel  (1928),  TLauh- 
nacht  (1931),  Posse  (1933),  Der  Gigant  (1937)  give  the  general  note; 
the  motive  force  is  raw  heathen  passion  under  a  thin  crust  of 
Christian  discipline.  Billinger  deserts  the  peasant  play  in  his  com¬ 
edies  Stille  Gdste  (1933),  Lob  des  Landes  (1933),  Gabriele  Dambrone 
(t  93  6),  DieFuchsfalle  (1939),  Der  Galgenvogel  (1 946)*  DasHaus  (1948). 
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Der  Cigant  was  .filmed  as  Die  goldene  Stadt,  Gabriele  Damhrone  as  Am 
hohen  Meer .  In  his  peasant  tales  too  there  is  the  same  submission  to 
Church  doctrine  offset  by  the  animal  urge  away  from  it.  In  Die 
Asche  des  Fegefeuers  (193 1)  he  tells  the  st< >ry  <  >f  his  upbringing  as  a 
village  Heiligenbliblein;  murders  abound.  A  farmer’s  obstinate  cling¬ 
ing  to  his  farm  -  as  in  Schonherr’s  lirde . and  the  relinquishment 

to  his  heir  of  farm  and  the  girl  he  desired  for  himself  is  the  theme 
of  Lehen  am  Go  ties  1  land  (1 93  5).  In  Das  rerschenkfe  Lehen  (1936)  the 
circus  rider  Pedro  Klingsor1  returns  to  the  quiet  village  he  left  as 
Peter  Klinger,  and,  to  save  his  dying  mother,  sells  his  soul  to  the 
devil,  who  tempts  him  in  the  shape  of  a  gipsy.  His  mother  re¬ 
covers,  but  Peter  dies  of  consumption  -  after  a  last  violent  effort 
to  recover  for  the  sake  of  his  passion  lor  a  woman.  Billinger’s 
early  poetry  (Lob  Goltes ,  1 923 ;  (  her  die  Acker,  1 923 ;  Gedichte ,  1929) 
was  collected  in  Sichel  am  /  limmel  (1931);  then  followed  Der  Pfeil 
im  Wappen  (1932),  Die  Nach/jrache  (1935),  Holder  Morgen  (1942). 
The  pith  of  this  lyric  outpouring  is  symbolization  of  Catholic 
ritual  flanked  by  vignettes  of  farming  life  and  age-old  village 
custom,  with  here  and  there  a  flash  ot  Communistic  revolt,  as  in 
Gebef  der  Knechte  und  Magde ,  and  there  is  the  crude  criminal  passion 
of  the  peasant  plays  in  such  a  poem  as  Knechtshallade. 

karl  heinrich  waggerl  (i  879-  ),  who  was  born  in  Bad  Gastein 
as  the  son  of  a  carpenter  but  has  made  his  home  at  Wagrain  in  the 
Salzburg  country,  found  his  feet  with  his  novel  Brof  (1930),  which 
shows  the  influence  of  Knut  Hamsun’s  Segen  der  lirde .  Village  life 
forms  the  staple  of  Schweres  Bint  (1931),  Das  Wiescnbuch  (1932),  and 
Du  und  Angelika  (1933)5  while  Das  Jahr  des  1  ferrn  (1934)  has  auto¬ 
biographical  elements  -  it  was  filmed  with  Waggerl  himself  as 
village  schoolmaster  (one  of  the  half  a  dozen  trades  he  has  lived 
by,  from  lift-boy  to  Alpine  guide).  Unmarried  mothers  and  a  mid¬ 
wife  —  a  finely  drawn  figure  -  come  into  the  texture  of  Mutter 
(I93  5)5  and  the  two  wars  into  Und  wenn  du  wills  vergiss  (1950).  His 
Novellen  have  their  scenes  in  the  Salzburg  localities  of  his  home¬ 
land,  which  he  describes  in  Wagrainer  Tagebuch  (1936).  His  legends 
-  Kalendergeschichten  (1937),  etc.  more  or  less  in  the  manner  of 
Gottfried  Keller’s  Sieben  Legenden ,  are  naive  rather  than  subtle;  for 
the  most  part  they  assume  the  possibility  of  miracles  in  the  life  of 
today  and  for  this  reason  tend  to  be  foolish  to  non-Catholics  ;  but 


.  Kliqgsor  is  a  magician  in  the  M.H.G.  poem  Der  Wartburgkrieg,  Novalis 
in  Heinrich  von  Ofterdingen  changes  the  spelling  to  Klingsohr. 
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Die  Scbopfung ,  with  its  quaint  and  humorous  picture  of  the  seven 
days  of  Creation,  is  delightful.  WaggerFs  racy  humour  is  at  its 
best  in  his  for  a  great  part  anecdotal  short  stories ;  Erohliche  Armut 
(1948)  tells  the  story  of  his  boyhood  in  the  Gasteiner  Tal,  and  the 
tales  of  Die  Pfingstreise  (1946)  and  Drei  Er^ahlungen  (1952)  are  also 
autobiographical.  His  botanical  avocation  comes  out  in  Das  Lob 
der  Wiese  (1950),  while  Heiteres  Herbarium  (1950)  is  a  book  of 
flower  aquarelles  with  a  commentary  in  humorous  verse.  Kleines 
Erdenrund  (1951)  by  Hanns  Arens  is  an  introduction  to  WaggerFs 
work  in  anthology  form  with  commentary.  Carinthia  has  its  de¬ 
lineator  in  josef  Friedrich  perkonig  (1890-  ),  one  of  the  few 
humorists  of  Blubo.  The  humour  has  a  sad  ending  in  Der  Schinder- 
hannes  ^ieht  fibers  Gebirg  (1935):  a  wretched  tramp  frightens  the  life 
out  of  the  Almbauerinnen  (the  women  who  tend  the  cattle  in 
summer  on  the  high  mountain  patches  of  pasture)  by  telling  them 
he  is  the  terrible  robber  Schinderhannes ;  the  villagers  lie  in  wait 
for  the  poor  devil  and  shoot  him.  In  Nikolaus  Tschinderle ,  Kauber- 
hauptmann  (1936)  a  tailor  despised  by  his  girl  shows  his  prowess 
as  a  fantastic  robber,  an  Eulenspiegel  with  the  brain  waves  of 
Don  Quixote.  In  Honigraub  (1935)  a  wise  old  beekeeper  at  the 
edge  of  the  village  has  a  moral  lapse  -  he  starves  his  bees,  so  that 
they  find  their  food  in  the  hives  of  his  neighbours;  with  dire  local 
consequences  -  but  all  comes  well  in  the  end.  In  Lopud ,  Insel  der 
Helden  (1934)  Perkonig  descends  from  his  bare  mountains  to  a 
magic  island  on  the  Dalmatian  coast. 

The  Sudetenland  has  quite  a  school  of  Blubo.  The  historian 
of  tribal  literature,  Josef  Nadler,  is  a  Sudeten  German;  so  too  is 
the  popular  novelist  karl  hans  strobl  (1877-1946),  whose  Die 
Vaclavbudey  Der  Schipkapass  and  Das  Wirtsbaus  Zum  Konig  Pr^emjsP 
(1913)  deal  with  the  modern  conflict  of  Czechs  and  Germans,  while 
his  Die  Eackel  des  Hus  (1929)  is  a  historical  novel  of  Bohemia.1  The 
veterans  of  the  Sudeten  regional  novel  in  the  strict  sense  of  the 
word  are  Gustav  Leutelt,  a  teacher’s  son  from  Gablonz,  and  Hans 
Watzlik.  In  Sieb^ig  Jahre  meinesLebens  gustav  leutelt  (1860-1945) 
describes  his  life  in  a  glass  works,  and  the  glass  industry  is  the 
background  of  Bilder  aus  dem  Leben  der  Glasarbeitery  Hiittenheimat , 
and  Der  Glaswald.  His  best  novels  are  Das  izweite  Gesicht  (1911)  and 
Die  Konigshduser  (1906).  hans  watzlik  (1879-1948),  cder  Dichter  des 

1  StrobFs  most  characteristic  fiction  (Eleagabal  Kuperus,  1908)  belongs  to 
the  fantastic,  supernatural  tale  (p.  72). 
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P>dhmenvaldes\  began  with  short  stories,  Im  King  des  Ossers  (1913). 
The  magic  of  lonely  mountain  spaces  and  frowning  forests  fills  all 
his  tales.  In  his  novel  Aus  wilder  W'wgel  (1920)  he  describes  the 
settlement  of  the  mountain  wilderness  of  the  Sudetenland  by 
colonists  escaping  from  the  terrors  of  the  Thirty  Years  War;  Der 
Pfarrer  von  Dornloh  (1932)  is  the  chronicle  of  a  Bohemian  village 
during  the  same  period.  Das  Chirk  von  Dnrrnstauden  (1927)  des¬ 
cribes  the  decay  of  a  village  when  ore  is  found:  it  is  the  theme 
(ruin  by  riches)  of  Gerhart  Hauptmann’s  Vor  Sonnemujgang.  Only 
in  one  tale  does  Watzlik  desert  his  native  province  —  in  Urns  Herr- 
gottswort  (1926);  and  even  here  he  only  just  gets  over  the  frontier 
into  Austria.  In  the  short  stories  of  Dam mcrvolk  (1928)  and  the 
novel  Der  Teufel  wildert  (1933)  the  supernatural  beings  who  haunt 
all  upland  solitudes  are  interpreted  as  the  demonic  impulses  of 
tempted  and  erring  souls. 


XXI 


PHILOSOPHERS  AND  SOPHISTS 

The  influence  of  the  philosophers  on  the  successive  schools 
has  been  indicated.  The  general  line  of  development  is  that 
naturalism,  while  influenced  mainly  in  its  social  creed  by 
Marx  and  in  its  doctrine  of  milieu  by  Darwin,  Taine,  and  Zola 
(whose  conception  of  milieu  corresponds  to  Herder’s  conception 
of  Klima ),  is  in  agreement  with  the  relative  positivism  {relativer 
Positivismus)  of  ernst  mach  (1838-1916)  and  richard  avenarius 
(1843-96);  the  philosophers  of  this  school  reject  metaphysics  and 
cthe  absolute’  and  accept  only  experience  and  the  exact  data  of 
science.  The  most  passionate  of  the  positivists  was  the  blind  Berlin 
thinker  eugen  duhring  (p.  102) :  his  teaching  in  certain  respects  - 
contempt  of  Christianity  as  Jewish  slave  morality  -  runs  parallel 
with  that  of  Nietzsche,  who  stands  midway  between  the  positivists 
and  the  philosophers  acknowledged  as  guides  by  the  expression¬ 
ists.  These  recklessly  take  over  Freud’s  psycho-analysis,  which 
supplants  the  matter-of-fact  psychology  of  wilhelm  wundt  (1832- 
1920)  and  probes  £ das  Jenseits  der  Seele\  cdas  Parapsychische\  the 
subconscious  and  the  irrational,  and  transforms  biography  and 
the  most  advanced  phases  of  the  novel.  To  Sigmund  Freud  poets 
themselves  are  bundles  of  complexes ;  the  Zurich  school  of  psycho¬ 
analysts,  on  the  other  hand,  following  their  leader  carl  gustav 
jung  (1875-  )  have  some  respect  for  poets  and  admit  that  in  the 
unconscious  impulses  of  action  there  is  a  spiritual  Urprin^ip  as 
well  as  sexual  urge.  Another  philosopher  who  based  his  universe 
on  sexuality  was  otto  weininger  (1880-1903),  a  Viennese  Jew 
who  went  over  to  Christianity;  man,  he  teaches,  can  only  win 
through  to  spiritual  salvation  by  liberating  himself  from  woman, 
‘the  priestess  of  life’,  and  the  woman  within  himself.  (He  shot 
himself.)  cDer  reine  Mann: he  says,  cist  das  Ebenbild  Go  ties,  des  abso¬ 
lute?!  Etwas,  das  Weiby  auch  das  Weib  im  Marine,  ist  das  Symbol  des 
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Nicks.’  Weininger  has  glitter  of  style  and  dazzling  paradoxes 
(Geschlecht  and  Charak/er,  1903;  Vbcr  die  Ic/epen  Dings,  1903). 

_ The  Freudian  doctrine  was  countered  by’ the  philosophy  of  the 
vitalists  {die  Vitalistcn ;  I  1/a/ismts  Lebenspbilosopbie),  whose  sys¬ 
tem,  with  its  stressing  of  intuition  as  against  experimental  science' 
arrives  at  much  the  same  results  as  Bergson:  their  Ubensscbwunl 
kraft  and  Bergson’s  cbm  vita]  come  to  much  the  same  thing.  With 
them  there  is  a  revival  <>i  metaphysics,  although  the  leaders  - 
HERMANN  COHEN  (1842-1918),  PAD,  NATORP  (i  854-1924),  ERNST 

Cassirer  (1874-1945)  -  are  keen  mathematicians,  georg  simmel 
(1858-1918)  stands  out  among  the  Gescbicbfspbilosapben,  and  touches 
literature  closely  by  his  contacts  with  Stefan  George  and  Rilke; 
his  Berlin  lectures  on  Stefan  George  in  1900  are  historically  im¬ 
portant.  Another  bridge  from  philosophy  to  literature  is  provided 
by  the  Gegenstandsfheoric  of  Alexius  von  mkinong  (1853-1921)  and 
th tphanomnologiscbe  Afe/bode  of  Max  Scheler  and  Edmund  Husserl. 
max  scheler  (1875-1928)  is  notable  for  his  revaluation  of  values: 
he  puts  these  in  stages,  with  religious  values  above  intellectual 
values;  for  Knitter  he  substitutes  Bildmg,  and  for  him  this  means 
character  and  integral  humanism’.  Very  close  to  literature  again  is 
wilhelm  dilthey  (1833-191 1),  the  apostle  of  Geisteswissenschaften : 
his  Das  Erlebnis  and  die  Dichlung  (1906),  with  its  interpretation  of 
poetry  by  the  personal  experience  of  the  poet,  has  provided  aca¬ 
demic  critics  with  a  safe  historical  means  of  approach,  while  the 
Freudian  method  has  been  applied  more  by  brilliant  journalists  as 
justification  for  their  feats  of  intuition.  Intuition  is  justified,  too, 
by  edmund  husserl’s  (1859-1938)  method  of  ‘ phanomenologisch 
sLeduktior?  by  ‘reine  Schau’’:  what  matters  is  not  the  ‘hie  etnmcDas'ein 
der  Gegmstande ’  or  their  existentia  but  their  essentia;  that  is,  not 
Damn  but  Wesen  matters;  this  is  the  source  of  the  ‘tvesenhafte  Kmsf 
of  the  expressionists  and  explains  their  iteration  of  the  old  mystic 
me  ortation iMenseh,  mrde  msentlich!  (p.  472).  Expressionism  and 
Glet/e  Aachhchkeit  are  influenced  by  Leopold  Ziegler’s  (1881- ) 
tlorentimsche  Introduktion  spi  einer  Philosophic  der  Architektur  und  dir 
bildenden  Kunste,  in  which  the  nature  of  space  is  interpreted,  and  by 
wilkelm  worringer  s  (1881-  )  Abstraktion  tmd Einfuhlung  (1908), 
m  w  ic  spiritual  reality  supplants  impressionistic  reality.  The 
modern  conflict  of  spiritual  values  with  the  mechanization  of  life 
is  the  theme  of  walther  rathenau  (1867-1922);  he  protests 
against  the  overlordship  of  machinery,  but  argues  that  the  machine, 
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though  subordinated  to  mind,  must  keep  its  power;  his  doctrine 
is  essentially  one  of  mechanical  production  under  the  control  of 
conscious  mind.1 

Man  as  the  slave  and  ultimately  the  victim  of  machinery  is  the 
subject  of  Der  Mensch  und  die  Technik  (1931)  by  Oswald  spengler 
(1880-1936),  who  in  his  famous  book  Der  Unfergang  des  Abendlandes 
(1918-22)  had  argued  that  the  victory  of  the  city  means  the  ultim¬ 
ate  extinction  of  civilization;  this,  he  says,  is  simply  a  cake  of  dead 
custom  plastered  over  the  vital  urges  of  culture  and  stifling  them. 
He  -  a  mathematician  -  studies  the  morphology  of  cultures  as 
Goethe  studied  the  morphology  of  plants;  he  denies  that  one  cul¬ 
ture  springs  organically  from  another  -  Rome  from  Greece,  etc. 
(though  a  new  culture  may  finish  off  its  fafade  with  stones  from 
the  one  it  succeeds),  but  declares  that  it  is  an  independent  organ¬ 
ism,  which  grows,  unfolds  its  blossom  of  civilization,  and  must 
then  by  the  very  nature  of  a  blossoming  plant  wither  and  die.  The 
only  remedy  Spengler  can  find  (Preussenfum  und  So^ialismus,  1920) 
is  in  the  fusion  of  Prussianism  and  Socialism;  hence  the  saying 
that  Spengler  held  Hitler  over  the  baptismal  font.  In  Jahre  der  Ent~ 
scheidung  (193  3), however  (written  just  after  the  accession  to  power 
of  the  Nazis),  he  rejects  the  worship  of  racial  purity  and  argues 
that  the  Jews,  by  reason  of  their  vitality,  should  be  absorbed  by 
and  form  part  of  the  mighty  Faustian  race  which  some  day  must 
settle  accounts  with  the  black  and  yellow  races.  What  is  needed 
now  is  ‘heroic  pessimism5,  the  first  task  of  which  is  to  crush  the 
proletariat. 

Post-War  pessimism  encouraged  the  vogue  both  of  theosophy 
and  mysticism.  The  head  of  the  c Anthroposopheri*  was  rudolf 
steiner  (1861-1925),  who  founded  the  Goetheanum.  Christian 
Morgens  tern  ended  his  mystic  meanderings  in  this  shallow.  Wal- 
demar  Bonsels  weaves  theosophy  into  his  animal  symbolism,  and 
it  provides  graf  Hermann  keyserling  (1880-1946),  the  cousin 
of  Eduard  von  Keyserling,  with  an  illusion  of  depth  and  an  air  of 
authority  for  the  pretentious  personal  style  of  his  Das  Keisetagebuch 
eines  Philosophen  (1918)  and  Schopferische  Erkenntnis  (1923).  There 
is  more  depth  and  genuine  brilliance  of  style  in  the  mysticism  of 
martin  buber  (1878-  ):  a  Jew,  he  dreams  a  modern  mysticism 
into  the  dogmatic  clearness  of  Jewish  religion;  not  medieval  Ger- 

1  Zur  Kritik  der  Zeit  (1912) ;  Zur  Mechanik  des  Getsies  (191 3) ;  Von  kommenden 
Bingen  (1917);  Wirtschaft,  Staat  und  Gesellschaft  (7th  ed.  1925). 
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many,  but  Asia  is  the  mother  of  religion,  and  in  prophetic  Judaism 
is  the  vision  of  the  religion  to  be.  His  Drei  Reden  fiber  das  Judentum 
(1911),  with  its  contrast  of  der  sensorische  Mensch  and  der  motorische 
Mensch  (the  first  ‘ handelt  in  Bildern’,  the  second  ‘empfindet  in  Be- 
wegungen’),  gave  a  stimulus  to  the  speculations  of  the  expressionist 
theoreticians.  Buber  belongs  to  literature  rather  than  to  philo¬ 
sophy  by  his  new  translation  of  the  Bible  and  the  ‘legendary  anec¬ 
dotes’  of  Das  verborgene  Ucbt  (1924).  : 

The  ‘Kulturphilosophen’  can  hardly  be  set  cheek  by  jowl  with 
philosophers  even  of  the  calibre  of  Hermann  von  Kcyserling;  but 
they  must  have  adequate  treatment  by  reason  of  their  immense 
influence  on  the  National  Socialist  ideology  and  therefore  on  Nazi 
literature.  The  racialism  of  today  goes  back  to  pace  de  lagarde 
(1827-91),  one  of  the  first  to  react  against  materialism  and  the 
Darwinistic  interpretation  of  society  ( Dcu/scbe  Scbriften ,  1886).  An¬ 
other  forerunner  was  julius  langbkhn  (185 1-1907),  who  created 
a  sensation  with  an  anonymous  book,  Rembrandt  als  Er^ieher.  Von 
einem  Deutsehen  (1890).  The  author  -  ‘der  Rembrandtdeutsche’,  as  : 
he  came  to  be  called  -  was  a  disciple  of  Lagarde,  and  the  very  title 
of  his  book,  which  echoes  Nietzsche’s  Schopenhauer  als  Er^ieher, 
shows  that  he  was  a  Nietzschean  as  well;  certainly  he  continues 
Nietzsche  in  his  thesis  that  Germany  was  in  a  process  of  decay, 
and  that  the  only  hope  lay  in  its  spiritual  regeneration.  This  re¬ 
generation,  he  thought,  would  be  effected  by  the  Low  German 
stock,  to  which  he  himself  as  a  Holsteincr  and  his  symbol  Rem¬ 
brandt  as  a  Dutchman  belonged.  He  held  up  Rembrandt  as  a  great 
personality  at  the  opposite  pole  of  the  tendencies  of  his  own  day: 
Rembrandt  was  a  great  creative  soul,  while  today  the  world  is  run 
(to  death)  by  the  hair-splitting  specialists  of  science.  Regeneration 
would  come  from  North-West  Germany,  he  argued,  because  here 
is  the  cradle  of  the  Aryans,  and  a  nation  is  reborn  from  its  birth- 
place.  Racial  fanatic  as  Langbehn  is,  he  admits  that  assimilation  j 
of  foreign  cultures  might  improve  the  Nordic  race:  Rembrandt’s  1 
close  association  with  Jews  (including  Spinoza)  no  doubt  led  him 
to  his  conclusion  that  the  aristocratic  Jews  of  the  West  must  be 
distinguished  from  the  degenerated  plebeian  Jews  of  Poland  and 
Russia.  (Nietzsche  had  literally  envisaged  an  improvement  of  the 
Nordic  stock  by  assimilation  of  Jew  culture.)  There  is  a  foretaste 
of  the  Blut  und  Boden  theory  in  Langbehn’s  insistence  that  Rem-  | 
brandt  was  an  ‘earth-born’  artist  with  all  the  virtues  of  his  native  j 
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Low  German  earth  resplendent  in  his  chiaroscuro.  Langbehn, 
too,  as  a  violent  individualist,  rejected  Socialism  as  a  reversion  to 
primitive  massing  by  herds.  Salvation,  he  foretold,  would  come 
when  the  German  masses  and  the  separate  States  are  welded  to¬ 
gether  by  a  mighty  Low  German  leader  transfigured  with  the 
cultural  radiance  of  his  race  ('Z#  einem  Volk  gehort  notwendig  ein 
Fuhrer’)y  and  with  this  race-welding  would  go  the  incorporation 
of  Holland  and  the  Scandinavian  lands. 

Race  worship  is  yet  more  extravagant  in  the  notorious  book  of 
a  renegade  Englishman  bom  at  Portsmouth,  Houston  stewart 
chamberlain  (1855-1927):  Die  Grundlagen  desip.  Jahrhmderts  (1899- 
1904).  The  base  of  his  philosophy  is  the  idea  of  the  self-willed  re¬ 
generation  of  a  nation  (£ volkisch-seelische  Erneuerung’),  possible  in  the 
creative  Aryan  race,  which  is  contrasted  with  the  inferior  Semitic 
race.  There  was  more  of  the  substance  of  thought,  perhaps,  in 
artur  moeller  van  den  bruck’s  (1876-1925)  Das  Dritfe  Reich 
(1923).  His  doctrine  is  based  on  his  conception  of c das  Primitive’ ; 
in  his  studies  of  Italian  art  he  stumbles  on  the  discovery  that 
Italian  beauty  was  based  on  c das  Germanische\  But  Italian  culture 
-  and  Romance  culture  generally  -  is  exhausted;  the  Germans,  on 
the  other  hand,  are  still  'primitive5:  therefore  their  future  is  to 
come.  The  Germans,  too,  with  their  eternally  young  idealism,  are 
immune  against  the  rationalism  which  has  eaten  up  the  vitality  of 
other  races.  cWir  sind  heute\  he  says,  cneue  Deutsche ,  nach  Geschichte 
und  Bestimmung,  nach  Blut  und  Gesinnmg,  eine  neue  Nation  auf  derErded 
Das  Dritte  Reich  was  a  best-seller,  and  more  than  anything  else 
familiarized  the  term.  The  author  committed  suicide  before  his 
dream  was  realized.  This  'Third  Empire5,  according  to  the  doctrines 
of  Hitler’s  friend,  the  Russian-bom  Alfred  rosenberg  (1893- 
1946),  which  he  expounds  in  Der  My  thus  des  20.  Jahrhmderts  (1931) 
and  Blut  und  Ehre ,  must  be  based  on  'Nordic5  culture,  the  only 
possible  ideal  of  a  German  '  Volks  turn’ .  The  attempt  to  displace 
Christianity  is  due  mainly  to  Rosenberg’s  preaching;  he  explains 
as  follows  what  his  faith  in  the  'myth  of  blood’  is :  ' der  Glauhey  mit 
dem  Blute  auch  dasgottliche  Wesen  der  Menschen  uherhaupt^u  verteidigen , 
der  mit  hells  tern  Wissen  verkorperte  Glauhex  class  das  nordische Blut jenes 
Mysterium  darstellp  das  die  alien  Sakramente  ersetep  und  uberwunden  hatd 

This  is  the  philosophy  approved  by  those  in  authority.  But  it 
may  be  that  future  historians  of  literature  will  give  far  greater 
prominence  to  that  literature  of  revolt  which  no  authority  was 
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able  to  repress,  and  will  say  that  the  finest  eloquence  of  the  Nad 
period  is  in  the  protesting  pamphlets  of  the  Protestant  and  Cath¬ 
olic  clergy.  It  is  significant  that  religious  scholars  such  as  theodor 
haecker  (1879-1945)  found  a  market  for  books  {Satire  undPolemik 
1914-20;  Chris  ten  turn  tmd  Ktdlur,  1927)  which  have  the  traditional 
conception  of  culture.  Haecker,  a  Protestant  who  turned  Catholic 
used  Virgil  ( Vergil ,  Voter  des  Abendlandes ,  1931),  that  anima  natura- 
liter  Christiana ,  to  show  the  very  nature  of  culture.  In  Was  ist  der 
Mensch ?  (1933)  he  justified  the  Catholic  faith  and  in  Schopfer  und 
Schopfung  (1934)  the  ways  of  God  to  men.  In  Schonheit:  ein  Versuch 
(1939)  he  seeks  the  laws  of  beauty  and  love.  His  notes  written 
down  during  the  Nazi  terror  were  published  posthumously  as 
Tag-  tmd  Nachtbiicher  (1947).  His  cultural  philosophy  is  based  on 
Kierkegaard,  whom  he  translated  and  edited. 

There  are  diverse  currents  in  the  Protestant  existentialism  of 
KARL  BARTH  (1886-  ),  who,  influenced  by  Kierkegaard,  is  very 
influential  as  a  theologian;  in  England  too  he  rank's  with  albert 
Schweitzer  (1875-  )  as  an  exponent  of  philosophical  concepts  as 
they  touch  Protestant  or  Unitarian  religion  (I  'erf all  und  Wieder- 
aujbau  der  Kultur ,  1923; Kultur undEihik,  1923).  His  autobiograph¬ 
ical  works  Zwischen  Wasser  und  Urwald  (36th  thousand,  1926),  in 
which  he  records  his  experiences  as  a  Unitarian  missionary  in 
Africa,  and  Aus  meiner  Kindheit  tmd  Jttgend  (20th  thousand,  1926), 
have  been  immensely  popular.  Existentialism  or  Uhensphilosophie 
(p.  448)  as  the  literary  movement  that  succeeds  expressionism 
had  its  forerunner  in  rudolf  kassner  (1873-  ).  Pie  was  bom  in 
Moravia,  lived  till  1938  in  Vienna,  and  then  settled  in  Switzerland. 
A  facile  label  for  him  is  Dichter-Denker ;  and  his  wide  knowledge 
of  languages  and  literatures  is  some  justification  for  this :  he  has 
translated  Plato’s  dialogues,  Gogol,  Puschkin,  Tolstoy,  Sterne  (of 
whom  he  is  very  fond).  Cardinal  Newman,  and  Andre  Gide.  One 
of  his  first  books  was  Die  Mystik,  die  Kfinst/cr  tmd  dasEeben  (1900), 
now  better  known  by  its  second  title  Englt'sche  Dichter  (1920). 
Above  all  he  is  an  iconoclast :  he  angrily  topples  over  the  cherished 
ideas  and  ideals  of  centuries,  because,  he  asserts,  they  lead  up  to 
the  nihilism  of  our  own  days,  and  he  is  so  frightened  by  the  rush 
to  ruin  of^ materialism  that  he  sees  safety  only  in  being  a  Con¬ 
servative  {‘Aus  meiner  Erschrockenheit  bin  ich  konservativ ’).  What  he 
fights  for  is  the  primacy  of  mind  {das  Primat  der  Idee  des  Geistes) 
and  for  Freiheit,  die  Idee  der  Ideen He  claims  to  be,  not  a  philo- 
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sopher  (he  detests  the  term),  but  a  Physiognomiker ,  and  he  classes 
his  system  as  Physiognomik.  The  meaning  is  that  he  takes  into  his 
vision  all  the  things  of  the  world,  including  man  but  with  flora 
and  fauna  and  all  else  equally  graded  as  parts  of  a  whole;  in  their 
outer  appearances  and  in  all  he  sees  an  inner  and  mystic  meaning. 
Physiognomy  in  this  sense  replaces  doctrine  ( Lehre ).  Like  his  con¬ 
temporaries  he  sees  German  'physiognomy5  as  distinctive  and 
markedly  different  from  that  of  other  nations ;  it  is  cein  Ausdruck 
der  deutschen  Einsamkeit  oder ,  da  dieser  Einsamkeit  nichts  Komantisches 
mehr  anhaftet ,  der  deutschen  All-Einheit .  Strange  to  say,  though  he  is 
not  a  Christian,  he  accepts  Christianity  as  a  positive  value,  but  the 
one  philosophical  system  which  he  acknowledges  as  valid  is  exis¬ 
tentialism,  and  this  no  doubt  because  he  feels  himself  akin  to 
Pascal  and  Kierkegaard.  He  has  a  vast  variety  of  interests,  enriched 
as  much  by  his  travels  as  his  reading;  although  he  was  crippled 
and  had  to  be  wheeled  about  in  a  chair  he  saw  much  of  England, 
travelled  in  North  Africa  and  India,  and  in  1912  in  Russia.  His 
works  which  have  most  influenced  his  contemporaries  are  Die 
Moral  der  Musik,  1906  and  1922 ;  Melancholia .  Eine  Trilogie  des  Geistes , 
1908  and  195  3 ;  Zahl und  Gesicht ,  1919  and  1925 ;  Die  Grundlagen  der 
Physiognomik ,  1922  (second  edition  Von  der  Signatur  der  Dinge ,  1951); 
Die  Verwandlung.  Physiognomische  Studien,  1925;  Versuch  einer  Physio¬ 
gnomik  der  Ideen ,  1953;  Der  Gottmensch .  Gesprdch  und  Gleichnis ,  1938. 
A  good  way  of  approach  to  this  most  difficult  writer  is  by  way  of 
his  autobiographical  works:  Buch  der  Erinnerung,  1938  and  1945; 
Die  sj weite  Fahrt ,  1946;  and  Umgangder  Jahrey  1949,  which  includes 
his  Erinnerungen  an  England ’ 
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EXISTENTIALISM  AND 
SURREALISM,  POLITICAL  AND 
RELIGIOUS  PHASES 

One  of  the  main  ferments  in  the  literature  of  recent  years 
and  of  today  is  der  Existentialismas .  Though  ostensibly  a 
break-away  from  Expressionism  it  retains  some  of  its  main 
principles;  cf.  with  what  follows  pp.  359  ft’  Of  programmatic 
Existentialism  there  are  many  aspects,  simply  because  the  writers 
classed  on  broad  principles  as  existentialists  interpret  existentia 
(with  its  etymological  roots  in  ekrsistere)  each  in  his  or  her  own 
way.  The  philosophical  and  religious  tenets  derive  ultimately  from 
the  Danish  thinker  Soren  Kierkegaard  (1813-55).  In  Germany  the 
concepts  of  existentialism  have  been  defined  and  expounded  by 
the  philosophers  kaiil  jaspers  (1883-  )  and  martin  heidegger 
(1889-  );  both  concern  themselves  with  the  real  Being  (Sein)  of 
self  and  things,  and  they  seek  to  eliminate  whatever  opposition 
there  is  between  self  and  things.  There  is  also  the  very  extensive 
reflex  action  of  foreign  existentialists,  particularly  of  the  French 
writer  Jean-Paul  Sartre  with  his  novel  La  Nausee  (1938).  Since 
Sartre  derives  his  existentialism  from  Heidegger  and  Jaspers  the 
term  is  obviously  philosophical.  The  essence  of  its  meaning  is 
already  woven  into  the  later  works  of  Thomas  Mann,  Hermann 
Hesse,  and  Jakob  Wassermann  with  their  mysticized  expression¬ 
ism,  and  in  the  Magic  Realism  (der  magische  Kealismus ,  die  magische 
Wirklichkeit )  of  Georg  Heym,  Ernst  Stadler,  Georg  Trakl,  Hans 
Carossa  and  Robert  Musil  it  marks  a  new  stage.  The  literary 
programme  is  best  classed  as  Surrealismus,  which  is  taken  over  from 
the  term  surrealisme  coined  by  Sartre  to  blazon  his  decoction  of 
Heidegger ;  literally  interpreted  it  can  only  mean  t 'Ibermrklichkeits- 
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kunst.  This  new  trend  first  developed  in  France  as  le  mouvement 
Dada,  with  Jean  Cocteau  as  its  irreverent  iconoclast.  Dadaism  was 
a  poets5  revolt  against  the  hegemony  of  reason;  the  creed  of  the 
Dadaists  was  that  contraries  are  identical,  that  art  is  an  absurdity, 
and  that  the  crying  need  is  the  hilarious  rending  to  shreds  of  every¬ 
thing  in  all  the  traditional  forms  of  art;  for  real  reality  is  not 
visioned  by  the  eyes  or  reached  by  the  processes  of  reason  or  ana¬ 
lysis,  but  is  apprehended  intuitionally  or  even  revealed  in  dreams. 
The  aim  must  be  to  reach  the  spontaneous  Unconscious,  and  for 
this  we  must  sweep  away  the  illusory  cohesion  of  realism  in  its 
dictionary  sense  and  impose  what  the  French  Dadaists  dubbed 
P  anti-poetique  raison,  Der  Dadaismus  sobered  gradually  and  passed 
over  into  der  Surrealismus ,  which  has  glaring  Freudian  elements. 
The  root  concept  is  absolutely  negative,  for  it  springs  from  the 
(more  or  less  conscious)  feeling  of  the  human  creature  that  he  is 
cast  out  ( Geworfensein  is  the  cliche)  into  a  world  on  which  he  is 
helplessly  dependent  (insecuritas  humana ),  and  that  if  he  seeks  escape 
in  art  from  the  Angst  which  this  Gejdhrdetsein  brings  it  can  only 
be  by  laughing  it  off  derisively.  For  Jaspers,  however,  there  are 
moments  in  which  by  the  very  intensity  of  this  feeling  we  dimly 
feel  the  Transcendent,  and  the  Surrealist  may  seize  this  perception 
to  shape  it  in  art.  So  that  the  final  outcome  of  Existen^philosophie 
may  be  either  Nihilism  or  Mysticism.  What  we  do  get  in  the  most 
representative  Surrealists  are  glimpses  of  the  Transcendent  behind 
the  raw  reality  of  life.  The  protagonists  of  Surrealism  were  Andre 
Breton  (Manifeste  du  Surrealisme ,  1924),  Louis  Aragon,  and  Paul 
Eluard,  and  the  study  of  these  poets  went  to  the  shaping  of  Ger¬ 
man  Surrealismus .  The  initiator  of  German  Dadaism  was  the  Al¬ 
satian  Hans  Arp  (1 887-  ),  who  in  his  verse  ( Worttraume  mdschwar^e 
Sterne ,  selected  poems,  1953)  does  succeed  in  freeing  words  from 
their  hackneyed  meanings.  He  has  an  international  reputation  as 
a  sculptor  and  his  volume  of  French  verse  Le  siege  de  Lair  (1946) 
counts  in  the  history  of  Dadaism.  Arp’s  last  book,  Worte  mit  und 
ohne  Anker  (1957)5  includes  poems  composed  over  a  period  of 
fifty  years,  and  shows  the  poet  still  anchored  to  his  ancient  self. 
These  new  movements  —  we  have  much  the  same  orientation  here 
in  the  verse  of  T.  S.  Eliot  and  W.  H.  Auden  -  merge  and  fuse  so 
intimately  that  they  may  be  grouped  together  as  Transrealismusy 
the  sense  of  the  term  being  that  these  Neutoner  do  not  so  much 
reduce  realism  to  the  absurd  as  that  they  follow  der  SLealismus  and 


450 


MODERN  GERMAN  LITERATURE 


(in  intention)  prove  that  the  anti-poetical  absurd  pierces  to  Being 
in  itself;  ‘things’  are  not  merely  sense-appearances  but  far  more 
dream-appearances  and  mind-apperceptions ;  or  in  other  words  the 
poet’s  theme  is  the  ultimate  chose,  not  the  evanescent  chose  vue. 

One  aspect  or  phase  of  Surrealism  which  is  very  much  to  the 
fore  today,  especially  in  the  novel,  is  simultaneity  (. Doppelbodigkeit ). 
Man  is  made  up  of  two  entities :  (i)  his  visible  body,  which  makes 
contact  with  the  world  in  space  through  the  medium  of  his  senses, 
and  (a)  an  invisible  mind  which  has  no  contact  with  space  but  is 
conscious  of  time.  Actually  the  pedigree  of  Doppelbodigkit  flings 
back  to  Joyce’s  Ulysses.  It  is  really  a  question  of  creation  on  two 
planes  of  consciousness  {Gestalt wig  auf  cprei  Ebeneti).  Man  is  con¬ 
scious  of  time  past,  present,  and  future;  and  in  this  sense  of  time 
the  novelists  here  concerned  nestle  in  varying  degrees  of  close¬ 
ness  to  Proust.1  But  the  lighter  variants  take  over  the  technique  of 
Virginia  Woolf  as  well  as  of  Thomas  Wolfe,  Thornton  Wilder, 
and  Ernest  Hemingway.  There  may  be  an  existential  contradiction 
between  what  is  said  and  what  is  thought,  and  thus  we  have  the 
two  phases  of  Sagen  und  Meinen.  There  may  also  be  an  existential 
contradiction  between  what  one  does  and  what  one  feels  (Tun  und 
Empfinden).  What  is  essential  is  to  reach  the  inner  nature  of  the 
speaking  character;  the  accepted  term  is  er-imiern.  The  gospel  text 
is  Kierkegaard  s :  Die  Bewegung  der  Eniwicklung  geht  nach  innen,  nicht 
nach  aussen;  die  S^ene  ist  innen,  nicht  aussen,  ist  eine  Geisters^ened  One 
essential  feature  of  this  Doppelbodigkit  is  das  Diskontinuum\  the 
story  or  the  poem  is  not  built  up  systematically  from  A  to  Z,  but 
leaps  from  phase  to  phase,  as  in  Joyce’s  Ulysses,  or  follows  Proust’s 
principle  of  the  flash-back  to  a  previous  phase  (Kuckerinnerung),  so 
that  there  is  no  continuity  but  instead  there  are  chunks  of  life,  so 
to  speak,  which  the  reader  must  piece  together.  In  the  lyric  this 
often  leads  to  what  reads  like  an  enumeration  of  glimpses  of  some¬ 
thing  or  other  or  a  concatenation  of  jolted  ejaculations  ( Frnken - 
sprunge )  leaping  from  the  thing  to  the  idea  of  the  thing.  There  is 
no  middle  and  (may  be)  no  ending;  all  is  in  flux  -  as  life  is. 

We  have  Kierkegaard’s  Geisters^ene  in  the  writings  of  franz 
kafka  (1883-1924).  Historically -that  is,  by  period  and  contacts- 
he  belongs  to  expressionism.  But,  judged  by  content,  he  is  close 
to  Sartre  and  closer  still  to  Kierkegaard,  and  it  is  more  fitting  to 

Thoma^Blake  P3St’  PreSent  and  Future  listing  all  at  once  before  me.’— 
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classify  him  as  an  existentialist ;  in  any  case  he  is  too  remote  from 
gush  of  sentiment  and  rush  of  rhetoric,  too  precise  and  thought¬ 
fully  sober  in  his  style,  too  metaphysically  introspective  and  self¬ 
probing,  too  clear  and  concrete  to  be  put  cheek  by  jowl  with  his 
friends  Franz  Werfel  and  Max  Brod.  Moreover  he  is  monothematic, 
whereas  the  expressionists  proper  launch  out  all-embracing  into 
worlds  known  and  unknown.  Today  Kafka  is  classed  both  as  a 
magic  realist  and  as  a  surrealist;  and  certainly  he  is  not  shy  of 
describing  the  lowest  and  even  the  filthiest  aspects  of  life;  but,  as 
we  shall  see,  his  realism  and  obscenities  are  symbols.  He  is  indeed 
a  surrealist  in  the  sense  that  his  world  is  uberwirklich\  but  this 
amounts  rather  to  mysticism  than  to  realism.  In  his  division  of 
existence  into  the  two  worlds  of  finite  reality  and  metaphysical 
reality  he  is  likely  to  have  learned  something  from  Dostoievsky; 
e.g.  Kafka’s  ultimate  purpose  is  to  reconcile  these  two  worlds, 
which  is  the  problem  handled  in  Crime  and  'Punishment .  This  recon¬ 
ciling  of  the  two  worlds  of  the  sensuous  and  earthly  and  the 
irrational  world  of  spirituality  ( Geistigkeii ),  the  finite  and  the  in¬ 
finite,  is  the  theme  to  which  Kafka  restricts  his  considerable  fer¬ 
tility  of  invention  -  as  it  is,  too,  of  Kierkegaard,  in  whose  works 
Kafka  was  versed,  particularly  in  Furcht  und  Zittern.  What  distin¬ 
guishes  Kafka  from  other  religious  thinkers  is  that  he  expresses 
the  infinite  in  finite  terms.  In  his  writings  the  finiteness  of  reality 
does  not  exist;  there  are  the  outward  chattels  and  furniture  of 
reality,  but  the  characters  who  move  about  in  this  nominally 
naturalistic  environment  and  carry  the  sense  of  the  story  (the 
Sinnfiguren)  are  irrational,  ghost-like. 

No  one  who  reads  Kafka  can  miss  the  fact  that  there  is  no  des¬ 
cription  of  landscape;  except,  more  or  less,  in  the  novel  Amerika, , 
where  some  idea  of  the  outside  scene  is  given;  generally  speaking, 
rooms  and  offices,  courts  of  law,  pubs,  and  all  the  rest  are  vision¬ 
ary.  What  presses  in  on  the  reader’s  consciousness  is  the  sense  of 
what  is  behind  the  scenes ;  what  happens  in  actuality  has  often  the 
appearance  of  rank  nonsense.  Neither  is  there  psychology  in  the 
psychologist’s  sense  ;  the  probing  into  states  of  mind  is  religious, 
not  medical.  For  this  reason  the  cock-sure  equivalences  of  the 
psychologists  are  beside  the  mark. 

If  we  attach  importance  to  the  framework  of  the  stories  we 
must  recognize  that  for  the  horrific  happenings  and  the  trans¬ 
mutations  of  animals  to  beasts,  etc.,  there  is  a  pedigree  reaching 
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from  E.  T.  A.  Hoffmann  through  Edgar  Allen  Poe  to  the  neo¬ 
romantic  Grotcskai  which  were  popular  just  as  Kafka  was  tryino- 
his  ’prentice  hand.  His  contacts  then  were  with  the  Prague  Jews& 
whom  he  met  in  the  cates  of  the  town;  of  these  Gustav  Meyrink 
in  particular  specialized  in  hair-raising  nightmarish  stories.  In 
Kafka’s  stories,  however,  the  horrors  arc  not  worked  up  to  curdle 
the  reader’s  blood;  we  read  the  most  ghastly  of  them  with  nerves 
unthrilled  and  mind  alert,  realizing  that  they  are  intensified  meta¬ 
physical  symbols. 

Kafka’s  life  story  is  in  great  part  the  key  to  his  work.  Born  in 
Prague  as  the  son  of  well-to-do  Jewish  parents  he  was  a  pupil  at 
the  Gymnasium  and  thereafter  was  a  student  at  Prague  University, 
first  of  chemistry  and  German  language  and  literature,  from  which 
he  switched  over  to  law.  1  ie  made  friends  with  a  fellow  student, 
Max  Brod  (p,  381),  who,  after  Kafka’s  early  death,  published  his 
friend’s  work.  After  taking  his  degree  in  1906  Kafka  was  fora 
year  a  barrister  without  pay  ( Kij'eremLir )  in  attendance  at  the  law 
courts;  when,  however,  his  lather  insisted  on  his  earning  money 
he  worked  for  a  year  in  the  family  business,  then  as  an  official  in 
a  workmen’s  insurance  company.  Since  he  finished  work  at  2.0 
p.m.  he  had  leisure  to  follow  his  literary  leanings.  In  World  War  I 
he  was  granted  exemption  from  military  service  on  the  grounds  of 
poor  physique  and  il  1  health.  By  1917  he  was  known  to  be  suffering 
from  tuberculosis.  He  went  to  Berlin  to  devote  himself  to  litera¬ 
ture;  but  the  post-war  privations  aggravated  his  disease  and  he 
was  removed  to  a  sanatorium  near  Vienna,  where  he  died  in  1924 
at  the  age  of  forty-one.  In  the  last  years  of  his  life  he  lived  happily 
with  Dora  Dymant,  and  wished  to  marry  her,  but  her  father  for¬ 
bade  the  marriage  because  Kafka  was  not  orthodox.  Our  know¬ 
ledge  of  Kafka’s  life  comes  mostly  from  Max  Brod’s  Fran^  Kafka: 
eine  Biographic  (1936).  The  poet  Richard  Garta  in  Brod’s  novel  Das 
Zauherreich  der  Lie  be  (1928)  is  more  or  less  a  pen-portrait  of  his 
friend.  His  love  letters  to  Milena,  a  married  lady  who  translated 
his  early  work  into  Czech,  are  revealing;  there  was  love  on  both 
sides,  but  instead  of  consummation  there  was  that  helpless  frus¬ 
tration  which  is  one  of  the  key-notes  of  his  work.  Dora  Dymant 
has  provided  information  concerning  the  last  years  of  his  life.  One 
of  the  main  facts  is  that. of  his  relations  with  his  father,  who,  a 
successful  business  man,  had  no  understanding  for  the  literary 
avocations  of  his  son.  In  consequence  there  developed  the  son- 
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father  conflict  and  the  persecution-conflict  in  the  son.  This  is 
reflected  throughout  Kafka’s  work  and  is  plainly  stated  in  his 
famous  letter  of  1919  to  his  father:  ‘My  writings/  he  says,  ‘are  all 
about  you.’  Of  great  importance  are  the  Tagebucher  in  which  he 
describes  his  work  as  ‘j Darstellung  meines  traumhajten  inneren  Lebens ’ ; 
they  cover  the  period  1914-23  (Vols.  7  and  8  of  the  Gesammelte 
Schriften ,  1935-7),  and  provide  evidence  of  Kafka’s  continuous 
isolation  and  frustration.  Wherever  he  turns,  a  ‘black  wave’  surges 
against  him.  Clch  kann  nicht  lieben ,’  he  writes,  Cich  bin  ausgewiesen .’ 
And  again:  ‘one  becomes  aware  of  how  every  person  is  lost  in 
himself  beyond  hope  of  rescue.’  As  a  Jew  in  a  town  like  Prague, 
contact  with  Christian  officialdom  made  him  feel  that  he  was  an 
outsider. 

Kafka  shrank  from  publishing  his  works.  Max  Brod  persuaded 
him  to  publish  a  volume  of  short  passages,  Betrachtung  (1913).  It 
was  coldly  received.  Other  short  stories  and  fragments  published 
during  his  lifetime  were:  Der  Heifer  (1913,  a  fragment  which  was 
later  the  first  chapter  of  his  novel  Amerikd) ;  Die  Verwandlung 
(1915);  Das  Urteil  (1916);  Ein  Landar^t  (1919),  made  up  of  fourteen 
short  stories  or  sketches;  In  der  Strafkolonie  (1919);  Ein  Hunger- 
kunstler  (1923).  Max  Brod,  Kafka’s  executor,  ignored  testamentary 
directions  to  bum  unpublished  works ;  and  the  three  novels  Der 
Process  (1925),  Das  Schloss  (1926),  and  Amerika  (1927),  all  un¬ 
finished,  which  he  saw  through  the  press,  won  world-wide  fame 
and  gave  the  dead  author  rank  as  one  of  the  great  innovators  of 
the  first  half  of  the  century. 

The  son-father  conflict  stands  out  in  Das  Urteil,  in  which 
a  son  drowns  himself  at  his  father’s  bidding,  and  in  Die  Ver¬ 
wandlung,  later  rechristened  Die  Metamorphose .  In  Die  Verwandlung 
Gregor  Samsa,  a  commercial  traveller,  wakes  up  one  morning  to 
find  that  in  his  sleep  he  has  been  transformed  into  a  man-sized 
slimy  insect  (ein  ungeheures  Unge^iefer;  the  genus  is  not  more  clearly 
specified).  He  crawls  about  the  room  and  hangs  down,  feet  up¬ 
wards,  from  the  ceiling.  When  his  father,  mother,  and  sister  find 
him  thus  transmogrified  he  understands  what  they  say  to  him,  but 
he  cannot  speak.  To  them  he  is  an  animal.  He  eats  anything  rotten, 
but  turns  away  in  disgust  from  anything  fresh.  At  the  same  time 
this  species  of  bug  thinks  himself  entitled  to  be  treated  with  all 
human  consideration,  and  his  faculty  of  thinking  is  xxnimpaired; 
he  turns  back  in  his  mind  to  his  old  business  life  and  the  wretched- 
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ness  of  it  and  the  abject  subjection  to  tyranny  that  it  was,  especially 
since  at  home  he  was  the  victim  of  his  family,  who  were  unable  to 
understand  his  yearning  for  higher  things  and  creative  activity.  His 
sister  at  first  shows  pity,  then  gives  him  up.  The  furniture  is  re¬ 
moved;  he  covers  with  his  slimy  body  the  picture  of  a  lady  robed 
in  furs;  he  still  longs  for  the  beautiful.  In  measure  as  his  family's 
loathing  for  him  grows,  so  does  his  feeling  of  isolation,  until  he 
dies  of  starvation.  His  family  celebrate  the  occasion  by  going  on 
a  picnic.  What  is  the  meaning  of  this  metamorphosis  ?  There  have 
been  a  variety  of  interpretations.  But  in  the  light  of  what  we  now 
know  of  Kafka’s  trend  of  thought  in  those  days  it  seems  clear 
that  at  all  events  one  element  in  the  story  is  Kafka’s  conflict  with 
his  father;  in  the  1919  letter  to  his  father  he  refers  to  himself  as 
cUngeffefer\  Clear,  too,  is  the  reaction  to  Darwinism:  not  Uber- 
menschentum ,  but  Uberfier ,  Knaturlicbkeit .  Transmutations  of  human 
to  beast  and  vice  versa  were  elements  of  the  neo-romantic  Mdrcben ; 
and  in  form  Die  Verwandlimg  has  something  of  the  Mdrcben ;  but 
these  transmutations  in  the  true  Mdrcben  are  not  symbols  of  intel¬ 
lectual  processes;  one  might,  therefore,  class  Die  Verwandlimg  as, 
since  it  is  the  contrary  of  a  Mdrcben  proper,  an  Anti  mdrcben.  There 
is  transformation,  too,  in  Din  Bench/  fiir  eine  Akademie ,  one  of  the 
sketches  of  Din  Landar^t  :  a  monkey  trained  at  Hagenbeck’s  Zoo 
is  transformed  to  man.  He  has  a  wife,  <eine  kleine  halbdressierte 
Schimpansiri* ;  and,  he  says,  Cich  lasse  es  mir  nach  Affenart  bei  ihr  wohl- 
gehen.  Bei  Tag  will  ich  sie  nicbt  sehen  .  .  .  \  Here,  too,  there  is  a 
thinking  process :  nach  Affenart  is  a  sly  dig  at  routine  marriage. 
There  is  more  of  the  later  metaphysical  Kafka  in  V or  dem  Gese% 
another  parable  of  Din  Dandampz  before  the  Law  stands  a  door¬ 
keeper.  To  him  comes  a  man  from  the  country  and  craves  admit¬ 
tance.  He  is  told  that  admittance  cannot  be  granted.  The  man 
waits  and  waits  close  by  the  open  door,  but  entrance  is  again  and 
again  refused.  The  door-keeper  gives  him  a  stool,  and  he  sits  on 
it  days  and  years  till  at  last  he  is  on  the  point  of  death;  the  door¬ 
keeper  then  roars  into  his  ears :  "Nobody  could  obtain  admittance 
here;  for  this  entrance  was  destined  for  you  and  none  other.  Now 
I  will  go  and  close  it.’  In  der  Strafkoknie  tells  of  an  explorer  who 
inspects  a  machine  which  kills  a  man  by  engraving  his  sentence 
into  his  flesh  with  vibrating  needles.  The  victim  pinioned  to  the 
floor  of  the  machine  has  no  idea  what  his  crime  is,  but  "he  will 
feel  It  in  his  flesh’.  Here  we  have  one  of  Kafka’s  main  concepts 
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that  by  the  very  nature  of  the  universe  we  are  punished  innocently: 
punishment  as  part  of  evil  is  in  the  nature  of  things.  Can  we  change 
this  torture?  If  so,  it  must  be  by  destroying  the  machine  which  - 
incalculable  and  erratic  but  diabolically  planned  -  brands  us,  prong 
by  prong,  with  sins  of  which  we  are  unconscious,  or  for  natural 
impulses  beyond  our  control  but  forbidden  by  the  'Law’  which 
sets  the  machine  in  motion.  The  laws  of  society  and  religion  are 
not  ethical,  but  mechanical  and  out  of  date  because  transmitted 
from  a  time  when,  if  they  were  even  then  absurd,  they  may  have 
had  more  pictorial  impressiveness  because  they  were  implicitly 
believed  in,  whereas  now  they  are  valid  to  none  save  the  auto¬ 
matons  who  administer  them. 

In  these  sketches  there  are  motifs  of  isolation  ( Verein^elung )  and 
frustration  ( Vereitelung ).  There  is  a  haunting  presentation  of  these 
themes  and  of  the  accompanying  state  of  Angst  in  three  tales  of 
the  posthumously  published  collection  Bern  Bau  der  chinesischen 
Mauer  (1931).  In  Der  Bau  an  animal  bores  deep  down  into  the 
earth  to  escape  contact  with  the  outside  world;  but  however  deep 
it  gets  it  never  feels  safe  from  attack;  and  its  fear  grows  when  it 
hears  the  least  sound  from  afar.  Man  is  in  a  state  of  fear,  the 
meaning  is,  because  he  does  not  know  why  he  fears  and  what  he 
fears.  Man’s  incomprehension  of  life  as  a  whole  and  of  the  purpose 
of  the  Power  behind  life  is  vividly  rendered  in  the  titular  story  of 
the  collection.  Every  individual  working  on  this  vast  undertaking 
of  the  Chinese  Wall  sees  only  the  stretch  within  the  sweep  of  his 
vision.  And  yet  a  message  is  on  the  way  to  every  worker  from  the 
Emperor  in  Peking;  the  perils  of  the  journey  are,  however,  such 
that  the  messengers  never  arrive.  The  meaning  seems  to  be  that 
we  are  not  permitted  to  know  the  sense  of  existence  in  this  world 
of  ours ;  and  we  are  in  any  case  so  preoccupied  with  our  individual 
experiences  that  we  have  lost  the  chance  of  comprehending  the 
binding  together  of  all  we  see  and  have  no  consciousness  of  a 
composite  whole.  But  the  Power  above  knows  and  sends  out  his 
rays  of  hope ;  since,  however,  these  do  not  reach  us  we  blunder  on 
in  isolation,  fear,  and  frustration.  In  Forschungen  eines  Hundes  a  dog 
engages  in  investigations  into  food  and  where  it  comes  from;  it 
can  only  do  so  in  isolation  from  the  rest  of  dog-kind.  Since  dog  is 
to  man  as  man  is  to  God  the  problem  is  that  of  our  relations  to 
the  Higher  Power.  As  so  often  in  Kafka’s  work  the  high  serious¬ 
ness  is  lit  by  flashes  of  humour:  dogs  by  instinct  water  what  is 
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beneath  them,  and  this  dog  ponders  what  the  relation  can  be  of 
this  necessary  habit  with  the  origin  of  his  necessary  food.  There 
is  also,  to  the  dog,  the  problem  of  music:  this  comes  from  another 
world  than  that  of  dog.  But  no  proof  is  possible,  to  a  dog,  of  a 
connection  between  the  physical  and  the  spiritual  world.  Thus  we 
live  in  a  world  of  mystery  that  it  is  futile  to  seek  to  fathom. 

The  three  novels  -  ‘a  trilogy  of  loneliness’,  as  Max  Brod  calls 
them  -  expand  and  intensify  the  processes  of  thought  of  the  short 
stories.  All  three  arc  unfinished;  it  was  perhaps  Kafka’s  idea  that 
they  were  bound  to  be  unfinished,  for  they  each  represent  a  quest 
for  the  infinite,  and  the  infinite  cannot  he  reached  from  the  finite. 
We  are  in  the  position  of  the  investigating  dog. 

In  Der  Process  Josef  K.  (obviously  self-identification  of  hero 
and  author  is  indicated),  a  bank-cicrk,  is  asleep  in  bed  when  he  is 
roused  by  a  warder  and  told  that  he  is  arrested.  The  routine  of  his 
life,  he  learns,  may  proceed  as  usual,  but  he  is  summoned  to  appear 
before  an  examining  magistrate  who  holds  court  in  the  stuffy, 
slanting  attic  of  a  house  in  a  slum.  Josef  K.  is  never  told  what  the 
charge  against  him  is,  and  there  is  no  indication  that  he  is  not 
innocent.  In  his  efforts  to  reach  his  judges  he  gropes  like  a  gro¬ 
tesque  automaton  through  the  swiftly  moving  ghost-like  happen¬ 
ings  of  a  nightmare,  impelled  forwards  but  held  back.  No  progress 
is  made;  that  is,  the  trial  is  smiths,  out  of  time.  In  the  ante-room 
is  a  plump  washerwoman,  and  the  proceedings  are  interrupted 
when  she  is  seized  at  the  rear  of  the  court  by  a  legal  acolyte  in  a 
sexual  paroxysm;  the  code  of  the  law  which  the  presiding  judge 
has  before  him  opens  with  two  cubist  nudes  of  opposite  sexes 
writhing  towards  each  other  but  unable  to  unite  because  they  are  too 
stiffly  drawn.  Josef  K.  himself  flirts  with  this  washerwoman.  After 
a  year  of  such  proceedings  the  end  comes:  two  pale,  fat  men 
wearing  frock  coats  and  silk  hats  take  him  to  a  quarry  and  kill 
him, .  like  a  dog’.  The  situation  has  been  interpreted  as  that  of  a 
Jew  in  a  Christian  bureaucracy;  but  against  this  we  have  what 
Kafka  says :  Es  gib  t  nur  eznegeistige  Welt;  was  wir  die  korperliche  Welt 
nennen,  is  t  das  Bose  in  der  geistigen,’  The  meaning  would  thus  be  that 
the  individual  rebels  against  spiritual  powers  which  he  does  not 
understand.  Josef  K.,  who  was  guiltless  before  his  summons, 
incurs  guilt  because  he  does  not  acknowledge  his  judge.  The 
parallel  may  be  with  Job,  who  disputes  with  God.  Kafka  is  said 
to  have  stated  that  the  lesson  intended  is  that  Everyman,  instead 
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of  living  heedlessly  and  comfortably,  should  take  up  his  cross  and 
bear  it;  he  must  realize  that  life  has  higher  duties  than  those  of 
routine  existence,  and  that  these  are  imposed  by  the  Law,  which 
must  be  accepted  without  contradiction,  however  unjust  this  divine 
justice  may  appear.  Josef  K.’s  life  has  been  that  of  any  ordinary 
man  who  works  dutifully  and  amuses  himself  normally ;  he  pays 
a  weekly  visit  to  a  barmaid,  but  that  does  not  constitute  guilt. 
His  guilt  is  not  that  he  has  been  immoral,  but  that  he  has  lived 
without  taking  thought;  now  he  awakens  suddenly  to  the  con¬ 
sciousness  (his  arrest  is  the  symbol  of  this  awakening)  that  he  had 
lost,  or  never  had,  the  sense  of  what  is  beyond  life. 

The  next  novel.  Das  Schloss,  is  a  nightmare  in  which  the 
dreamer’s  attempts  to  move  forward  are  baffled  at  every  step  he 
tries  to  take.  The  hero,  K.,  has  been  appointed  to  the  post  of 
surveyor  at  a  castle;  but  when  he  arrives  at  the  village  at  the 
foot  of  the  Castle  he  is  told  that  no  surveyor  is  wanted;  he 
makes  endless  but  fruitless  efforts  to  get  in  touch  with  those  inside 
the  Castle.  He  learns  that  the  person  of  importance  is  'divisional 
chief’  Klamm ;  to  get  at  this  official  he  sleeps  with  Klamm’s  mistress 
Frieda;  but  this,  too,  leads  to  nothing.  To  keep  going  he  accepts 
a  job  as  janitor  in  the  village  school,  while  the  love  affair  with 
Frieda  goes  on  spasmodically.  The  sense  of  the  tale  is  again  the 
mystery  of  existence.  Whereas  Josef  K.  in  Der  Process  was  sum¬ 
moned  because  he  did  not  seek  the  Law,  K.  in  Das  Schloss  sets  out 
in  quest  of  the  Law.  Or:  he  is  seeking  Grace;  and  in  this  quest  it 
is  not  a  matter  of  whatever  rights  he  may  have  as  an  individual, 
but  of  whether  he  is  chosen  (Envahltheif)  or  cast  out.  Das  Schloss 
is  our  existence  between  Here  and  Beyond.  As  events  prove  K.  is 
not  capable  of  finding  what  he  seeks.  He  knocks  and  it  is  not 
opened  unto  him.  As  a  surveyor  in  the  Castle  he  would  have  been 
fulfilling  his  higher  destiny;  as  a  school  janitor  he  is  sundered 
from  the  higher  life  he  seeks.  He  seeks  what  is  out  of  reach  for 
him.  Very  significant  in  Das  Schloss  is  the  role  played  by  women. 
K.  acts  in  the  conviction  that  women  are  in  direct  touch  with  the 
Castle.  That  is  why  he  seeks  sexual  intercourse  with  them;  they 
are  a  means  to  his  end.  This  was  so,  too,  in  Der  Process.  Women 
have  a  mediating  function;  they  are  a  link  with  the  irrational 
Powers  who  rule  us.  This  is  indicated  by  the  fact  that  Frieda  is  the 
mistress  of  Klamm.  Women  give  themselves  unreservedly  to  the 
Castle  officials;  this  is  their  privilege,  their  realization  of  self. 
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Ihere  is  filthiness  nt  detail  -■  hut  life  /.r  iildiy ;  thus  K.  and  Frieda 
press  face  to  lace  as  they  lie  embracing  in  dregs  of  spilt  beer  on 
the  floor  of,  a  pul).  J  hus  the  degradation  of  the  function  of  sexual 
love  is  symbolized,  the  degradation  of  .spirituality  -  which  union 

in  love  should  be  to  animal  sensuality.  Thus  in  literature  -  the 
highest  literature  ■  •  as  in  liie  the  nobility  of  man’s  mind  is  prosti¬ 
tuted.  In  sex  relations  there  is  no  need  oi  the  transformation  to 
bugs  or  other  unclean  tilings:  in  the  sex  grip  normal  man  and 
womans  unclean  beasts.  Both  Josef  K.  and  K.  are  intellectuals; 
they  think,  they  seek;  hut  by  that  very  fact  they  plan  success  by 
means  of  sensual  pleasure.  "  } 

Amerikavs,  generally  considered  the  weakest  novel  of  the  trilogy 
because  there  is  in  it  some  lilt  of  the  spirit  towards  happiness. 
F^arl  Rossmann,  a  boy  of  seventeen,  has  been  seduced  by  a  servant 
at  his  home,  a  woman  of  thirty-live.  She  wishes  to  father  on  the 
boy  the  child.  she  is  to  bear,  and  so  he  is  packed  off  to  America. 
The  story  of  the  seduction,  transparently  real  in  all  its  sexual 
details,  cunningly  framed  hut  to  the  hoy  dream-like,  makes  it  clear 
that  Karl  is  not  so  much  innocent  as  an  innocent;  in  him  we  have 
once  again  der  reine  Tor  of  the  medieval  legends.  At  New  York 
harbour,  just  as  he  is  about  to  land,  he  notices  that  he  has  left  his 
umbrella  below  and  goes  down  to  fetch  it.  1 1c  gets  lost  in  a  maze 
o  corridors,  and  finally  meets  a  stoker  who  complains  to  him  of 
haying  been  harshly  treated  by  the  chief  engineer.  They  wander 
oil  together  to  the  chief  cashier’s  oil  ice,  where  the  stoker  makes 
his  complaint  to  the  captain,  who  happens  to  be  present.  The 
complaint  meets  deaf  ears;  all  are  against  the  plaintiff.  When  Karl 
himself  pleads  for  him,  he  is  asked  for  his  name.  J  le  gives  it,  and 
a  gentleman  of  prosperous  appearance  standing  near  the  captain 
a5  °jCC  cries  out  he  is  his  nephew;  he  recognizes  him  from 
the  description  that  has  been  sent  him.  'The  stoker  is  left  with  no 
ope  o'  redress,  and  the  senator  takes  the  wondering  boy  to  his 
usurious  home,  where  he  is  kept  more  or  less  in  confinement; 
owever  he  visits  a  friend  of  his  uncle’s,  whereupon  the  latter 
casts  rum  off.  He  works  as  a  lift-boy  in  an  hotel,  but  is  dismissed, 
tie  nas  adventures  m  the  glamorous  panorama  of  a  New  York 
sue  as  we  know  it  from  films.  Karl  remains  ever  innocent  and 

Ewe’  Tr  6r\Te  ^or>  as  whids  his  way  through  these  laby- 
mths  of  city  life.  The  last  chapter  -  found  by  Max  Brod  in  his 
end  s  posthumous  papers  -  comes  nearest  in  Kafka’s  work  to 
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joy  and  hope  of  happiness;  there  is  a  final  refuge  for  Karl  in  the 
legendary  nature  theatre  of  Oklahoma,  in  which  all  waifs  and 
strays  and  workless  people  find  peace  and  occupation.  But  it  must 
be  noted  that  Amerika  was  begun  first  of  the  three  novels  (the 
first  chapter,  as  pointed  out,  is  Der  Heifer)  and  Max  Brod  records 
that  Kafka  spoke  of  a  tragic  ending  that  he  was  planning. 

Hoch^eitsvorbereitungen  auf  dem  Lande  und  under e  Prosa  aus  dem  Nach- 
lass  (1953),  with  notes  by  Max  Brod,  contains  valuable  autobio¬ 
graphical  material;  the  long  Brief  an  den  Vater  is  at  the  same  time 
an  important  document  in  the  son-father  conflict  of  expressionism. 

From  what  has  been  said  it  will  be  clear  that  in  Kafka’s  work 
the  leading  motifs  of  fear  {Angst),  isolation,  frustration,  the  sense 
of  being  cast  out  {das  Ausgestossensein ),  the  feeling  of  being  guilty 
somehow  or  other  without  knowing  why,  the  premonition  that 
judgment  must  be  spoken,  negative  the  doctrine  of  salvation  by 
belief  in  God  -  Kafka’s  God  is  inscrutable.  But  cGod’  is  not  a 
word  used  by  Kafka;  neither  is  Jehovah,  but  Jehovah,  the  old 
divinity  of  the  Jews,  who  brings  men  to  judgment  and  vengefully 
condemns  them,  comes  to  life  anew  as  the  Power  behind  these 
tales.  In  Kafka’s  fiction,  however,  as  in  the  Hebrew  scriptures  He 
judges  and  casts  out  those  who  have  cast  themselves  out.  This  is 
the  Law,  against  which  there  is  no  appeal.  Moreover  the  Law  is 
indifferent  to  what  we  suffer  in  seeking  it.  It  is  no  use  praying; 
prayers  are  not  heard.  For  the  Divine  ordinance  acts  immutably 
whatever  we  do;  all  we  can  hope  to  do  is  to  act  in  accordance 
with  the  Divine  ordinance.  We  must  save  ourselves.  The  door  is 
open.  The  radiance  beyond  the  door  to  the  Law  is  reality,  the 
only  reality,  the  world  of  the  spirit.  We  read:  cDie  Tats  ache,  dass  es 
nur  eine  geistige  Welt  gibt ,  beraubt  ms  der  Hoffnung  und  -  gibt  ms  Ge~ 
wissheitd  And  again:  cEs gibt  nichts  anderes  als  eine  geistige  Welt ;  was 
wir  eine  sinnliche  Welt  nennen,  ist  nur  eine  Notwendigkeit  eines  Augen - 
b licks  unserer  ewigen  Entwicklmgd  What  we  need  is  humility  and 
work  for  work’s  sake,  not  for  reward.  We  can  live  a  full  life  if  we 
are  innocent  and  humble,  and  if  we  do  not  question  the  inscrutable 
and  possibly  in  appearance  foolish  ordering  (but  foolish  only  be¬ 
cause  we  apply  "reason’  to  things  that  are  divine)  of  whatsoever 
Power  controls  us.  Reason  is  the  foe  of  faith.  Not  reason  but  faith 
gives  sense  to  life,  and  this  faith  we  must  seek  as  Parzival  sought 
the  Grail.  Faith  alone  gives  us  power  to  endure  the  disharmony 
between  the  physical  and  the  spiritual  world.  Finally:  ‘Wersucht, 
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fmdct  tiicht,'  aber  wer  nicht  sucht,  wird  gif  widen}  This,  Kafka  might 
have  said,  is  the  theology  ot  today  —  the  theology  of  time-wearied 
men  in  great  rotting  cities. 

Close  to  Kafka  is  Hermann  kasack’s  (1896-  )  allegorical  novel 
Die  Stadt  hinter  dew  Strom  (1948),  somewhat  in  the  nature  of  Albert 
Camus’  La  Peste  (1947).  It  is  not  so  much  the  City  of  the  Dead 
that  is  chronicled  as  an  intermediary  .station  ( Zwischenreich )  where 
those  who  have  crossed  the  river  from  earth  make  a  stay  before 
their  dissolution.  The  story  is  that  an  orientalist  who  has  fallen  in 
love  with  the  wife  of  another  man  accepts  a  post  as  archivist  in  a 
town  ‘across  the  river’,  and  that  by  his  experiences  here  he  acquires 
insight  into  the  nature  of  life  and  death,  above  all  the  knowledge 
that  life,  washed  round  as  it  is  with  death,  is  a  continuous  process 
of  clarification  ( Kldrwig )  and  purification  (Uiutenmz).  To  this  state 
the  archivist  attains  in  the  embrace  of  the  woman  he  had  loved 
on  earth  and  whom  he  finds  here  again  -  in  her  bare  arm  he  notices 
a  long  scar  from  an  incision  and  suddenly  realizes  that  she  is  not 
flesh  but  spirit.  She  had  committed  suicide.  Now  his  carnal  passion 
for  her  fades  into  that  human  pity  which  we  should  all  feel  if  we 
stripped  ourselves  of  the  trammels  of  sel  f  ( lintse/bstmig ).  The  doctor 
now  recrosses  the  bridge  earthwards,  and  crisscrosses  the  country 
in  a  series  of  linked  railway  trains  which  serve  him  in  his  mission 
as  an  itinerant  preacher  driving  home  the  lessons  he  has  learned. 
Life  as  it  is  on  earth,  he  now  comprehends,  is  at  its  best  a  trans¬ 
position  of  matter  to  spirit;  but  all  that  is  earthly  must,  because  it 
is  matter,  be  broken  up  after  its  term  and  returned  to  its  origin 
for  rebirth.  This  is  symbolized  by  the  two  factories  in  the  City 
across  the  River  -  in  one  of  them  artistic  slabs  are  produced  and 
these  are  then  sent  to  the  second  factory  to  be  ground  into  powder 
and  afterwards  returned  to  the  first  factory ‘  for  re-making.  His 
first  impression  of  the  City  was  that  it  had  been  laid  waste  by 
bombs,  and  when  regiment  after  regiment  of  soldiers  came  march¬ 
ing  over  the  bridge  he  had  realized  that  a  war  was  raging.  This 
rows  lg  t  on  the  origins  of  the  novel :  the  first  half  was  written 
1942  44  an  it  was  finished  in  1946.  It  is  thus  one  of  the  Nach- 
negsromaue  of  .the  late  forties.  The  concept  .may  owe  something 
to  Thornton  Wilder’s  Our  Town  and  The  Skin  of  our  Teeth}  The  style 

BoanJ  produced at the  ^U“°"  Vane’S 

into  a  film,  Everyman  Theatre,  London,  in  1923  and  later  made 
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of  the  symbolic  state  of  being  out  of  time  and  space  is  reminiscent 
of  Ernst  J unger’s  Auf  den  Marmorklippen  and  Heliopolis.  Equally 
close  to  Kafka  is  Kasack’s  Der  Webstuhl  (1949),  again  a  visualiza¬ 
tion  of  the  mechanized  hell  of  the  totalitarian  State,  which  by  the 
laws  of  its  being  necessarily  disintegrates.  What  is  described  is  the 
weaving  of  a  carpet  in  which  a  country’s  life  is  centred.  Originally 
the  carpet  was  a  symbol  of  ritual;  but  with  the  course  of  time  the 
symbol  has  faded,  and  all  that  remains  is  mechanical  repetition. 
Machines  replace  handlooms,  production  is  intensified,  and  the 
carpet  spreads  and  spreads  until  an  explosion  destroys  all  the  looms 
and  saves  the  threatened  land  from  suffocation.  The  symbol  in  its 
total  sense  is  that  of  the  evolution  of  a  State  -  or  of  religion  -  or 
of  mankind.  A  third  novel.  Das  grosse  Net %  (1 9  5  2),  is  again  a  symbol 
of  an  Unseen  Power;  this  shoots  a  film  in  which  mankind,  as  the 
pictures  turn,  is  shown  as  regimented,  mechanized,  and  dehuman¬ 
ized  by  the  planned  economy  gone  mad  of  the  world  of  today  - 
we  know  the  pattern  from  Aldous  Huxley’s  more  dynamic  Brave 
New  World.  Kasack  is  also  a  dramatist :  Die  tragische  Sendung  (1920); 
Vincent  (1924;  the  theme  is  -  as  in  Johann  Gunert’s  poem  Leben 
des  Malers  Vincent  van  Gogh  -  the  relation  to  world  and  time  of 
Vincent  van  Gogh) ;  Die  Schwester  (1926).  His  lyric  verse  is  collected 
in  Das  ewige  Dasein  (1943). 

There  is  again  a  ghostly  and  twilight  atmosphere  superimposed 
on  realism  in  the  work  of  ernst  kreuder  (1903-  )  in  his  short 
stories  Die  Nacht  der  Gefangenen  (1939)  as  in  his  novels  Die  Gesell- 
schaft  vom  Dachboden  (1946)  and  Die  Unauffindbaren  (1948).  But,  as 
he  has  stated  in  his  essays,  his  conception  of  reality  is  not  that  of 
the  gloomiest  of  his  contemporaries  who  are  haunted  by  the  in- 
escapability  of  post-war  chaos;  on  the  contrary  there  is  an  ordered 
reality  in  the  soul  of  man,  and  the  cosmos  is  by  its  very  nature 
an  imposed  order  that  winds  its  way  out  of  chaos,  wherefore  the 
inwardness  of  romantic  joy  in  life  is  justified  now  and  ever.  In 
agreement  with  this  main  concept  the  substance  of  ICreuder’s 
novels  is  deliberately  unrealistic,  though  they  record  in  symbolic 
fashion  the  reality  of  experience;  for  Kreuder  true  reality  has  the 
pith  and  marrow  of  poetry.  He  is  thus  at  the  same  time  a  surreal  isl¬ 
and  a  neo-romanticist.  Die  Gesellschaft  vom  Dachboden  was  the  first 
German  work  of  fiction  to  be  translated  into  English  (as  The  Attic 
Pretenders)  after  the  war.  It  may  owe  some  prompting  to  G.  K. 
Chesterton’s  Manalive  (1912).  A  band  of  young  folk  found  a  secret 
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society  (Geheimbund)  to  fight  the  silliness  which  comes  from  starved 
imagination  and  in  the  grip  of  which  men  are  crushed  by  the 
leaden  load  of  day-to-day  existence.  Die  Unauffindbaren  records  the 
doings  of  a  band  of  anarchists  who  live  in  an  America  of  imagin¬ 
ation  everywhere  and  nowhere  in  a  land  of  dreams.  There  is  again 
juggling  with  space  and  time  and  reality  fused  with  dream  in 
the  poetry  (Gedichte,  1947),  dramas  (the  action  of  Die  Rotte  Rain 
1949,  takes  place  " mindestens  ^ebntausendjahre  vor  dem  bekanntenBibel - 
ereignid),  and  in  the  fiction  (Nefcya,  1 947)  of  krnst  nossack  (1901- ), 
Something  of  Kafka’s  depiction  of  life  as  a  nightmare  occurs,  too 
in  the  fiction  of  heinz  rissi*  (1898-  ).  His  novel  Wenn  die  Erie 
bebt  (1950)  has  guilt  and  atonement  for  its  basic  problem;  but 
there  is  a  note  of  hope  for  a  world  rocked  and  shattered  by  wars 
in  the  motto  of  Novalis  to  which  it  is  shaped:  cUnser  Leben  ist kein 
Traum ,  aber  es  soil  wid  wird  vi el  lei  chi  einer  mrdend  The  theme  is 
carried  on  in  the  Novel len  So  Jrei  von  Schnld  (195 1)  and  Feldmause 

to?1)- 

In  the  later  work  of  ernst  junger  (1895-  )  there  is  something 
of  the  mystic  idealism  of  Ernst  Kreuder’s  questing  of  the  ideal  city 
or  of  the  ideal  State,  but  the  heart  of  his  work  is  "heroic  realism’. 
And  this  holds  good  even  of  the  dream  imagery  of  his  later  mytho¬ 
logical  allegories.  Indeed  the  whole  of  his  work  can  be  classed  as 
heroic  realism,  but  only  in  the  sense  that  in  his  conception  of  it 
heroism  is  real;  it  is  the  age-old  mark  of  the  German  character; 
it  is  cruel  because  it  is  real.  And  also:  heroic  leadership  is  the 
prerogative  of  the  higher  and  the  cultured  classes;  in  other  words 
Ernst  Junger  is  an  aristocrat  to  his  finger-tips;  his  sum  and  sub¬ 
stance  is  the  recovery  of  conservative  supremacy  and  domination 
in  the  face  of  the  democratic  uplift  of  our  days.  At  sixteen  he  ran 
away  from  school,  made  his  way  to  Marseilles,  and  enlisted  in  the 
Foreign  Legion,  from  which  he  was  in  due  course  released  by 
family  efforts;  this  escapade  he  describes  from  the  mellow  retro¬ 
spect  of  maturity  in  his  Afrikanische  Spiek  (193  6).  In  1914  he  joined 
up  as  a  volunteer,  was  frequently  and  seriously  wounded  in  trench 
warfare,  and  was  awarded  the  Ordre  pour  le  mirite  for  his  fearless 
leadership  of  his  men.  During  the  Nash  regime  he  was  in  contact 
with  resistance  circles,  but  escaped  arrest.  It  is  significant  that  after 
the  Second  World  War  he  was  forbidden  to  write;  in  public  esti¬ 
mation  he  was  still  the  fervent  militarist  who  had  made  his  repu¬ 
tation  by  his  war  diary  In  Stahlgewittern  (1920;  in  1942  the  title 
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was  changed  to  Ein  Kriegstagebuch) .  This  was  followed  by  Der  Kampf 
als  inneres  Erlebnis  (1920),  Das  Waldchen  12 j  (1925)  and  Feuer  und 
Blut  (1926),  which  together  make  up  the  epic  of  his  war  experi¬ 
ences.  The  title  of  Die  to  tale  Mobilmachung  (1931)  trumpets  the 
sense  of  the  text:  the  total  mobilization  of  mankind  is  called  for  to 
build  up  totalitarian  government.  Der  Arbeiter  (1932)  portrays  the 
fashion  and  functioning  of  the  totalitarian  State,  which  by  reason 
of  its  concern  for  totality  can  take  no  account  of  the  individual 
soul  and  therefore  must  give  no  room  to  Christianity.  The  God  of 
Der  Arbeiter  is  Technique.  We  have  here  a  determined  and  well 
reasoned  reduction  to  absurdity  of  the  tenets  of  Karl  Marx;  free¬ 
dom,  runs  the  argument,  means  stripping  oneself  of  self,  is  labour 
not  for  self  or  personality,  but  as  one  merged  in  a  mass,  a  ctype?. 
This  Fascist  doctrine  -  in  essence  the  sanctified  tradition  of  Prus¬ 
sian  class  supremacy  -  is  further  expounded  in  Blatter  und  Steine 
(1934).  In  Das  abenteuerliche  Her^  (1929,  revised  version  1938)  he 
comes  to  grips  with  post-war  moods  and  tendencies;  looking  back 
to  World  War  I  he  looks  forward  to  the  Second,  which  in  Der 
Arbeiter  he  had  declared  to  be  inevitable  and  which  is  already  cast¬ 
ing  its  shadows  before.  The  revised  edition  of  the  work  issued  in 
1938  reveals  a  change  of  spirit  and  a  full  appreciation  of  western 
culture.  This  Wandlung  comes  out  more  clearly  in  the  visionary 
speculations  and  the  self-revelation  of  Auf  den  Marmorklippen 
(1939);  he  has  had  his  fill  of  the  totalitarian  State  and  what  he  gives 
us  here  is  a  post-Fascist  attack,  veiled  in  dream-symbolism,  on 
Nazi  tyranny.  It  is  an  allegory  of  an  ancient  culture  destroyed  by  a 
tyrant  and  his  sub-human  myrmidons.  Now  we  hear  of  a  trinity  of 
Word,  Might,  and  Spirit,  which  supplants  the  tyranny  of  War, 
Might,  and  Power  of  the  earlier  works.  And  the  greatest  power 
in  the  new  trinity  is  the  Word,  which  cannot  exist  without  Geist 
und  Freiheit.  Moreover  those  who  proclaim  the  Word  are  indi¬ 
viduals,  who  have  no  place  in  the  massed  reality  of  Der  Arbeiter . 
And  the  way  to  self-realization  for  the  individual  is  the  culti¬ 
vation  of  the  Beautiful.  In  form,  Auf  den  Marmorklippen  is  one 
of  the  pioneer  works  on  the  principle  of  Doppelbddigkeit;  the 
scene  is  contemporaneously  in  the  region  of  the  Lake  of  Con¬ 
stance,  Dalmatia,  and  Burgundy,  and  the  period  is  simultaneously 
that  of  classical  antiquity,  of  German  pre-history,  the  Middle 
Ages,  the  Renaissance,  and  the  present.  All  this  mirrors  the 
development  of  Europe;  and  it  is  very  noticeable  that  Ernst 
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Jiinger  now  acknowledges  the  validity  of  religious  feiA.  f  • ,  . 
a  help  m  the  pessimism  that  is  inevitable  in  the  face  ofi4 
evil,  but  (lie .grc,  c,„„r„n  is  ,l,„,  evil  »,„!  sa,aMrnphe 
the  spirit  oi  man :  Y He  Stumk  <hr  l  />/  dk  Lnde  dTll  ! 

hrnst  JtmgcT  sen-cd  as  an  officer  from  start  to  finish  0f  w“ld 
at  I!,  and  pat  t  of  his  experience  of  it  is  covered  lw  C"  * 
*****  ('»’-)■  Since  ,i,e  l,!„,k  be, ne  ed  sv,  “ 
mgs  of  the  Freeh  it  sees  It  j,  ,i„«lc  ' 

(1939-40)  covering  the  preparations  for  war  and  tfe  \a 

throng,,  France.  i  iete  JQ  J,  facer  . . the 

of  war,  as  lie  does  courageously  and  elearlv  in  />;-  Priede 
which  circulated  secretly  in  sheets;  and  hen),  too,  he  finis  S 
back  to  Christian  concepts  oi  love  and  charity.  Clearly  the  ultimate 
atm  oj  J unger’s  ‘heroic  realism’  is  to  get  die  host  of  the  nation 
back  Irom  leftist  extremes  of  democracy  to  the  pith  and  marrow 
of  a  nationalist  Conservatism,  \nother  volume  in  diary  form  is 
Strahlnnspn  (1949);  the  entries  run  from  ,94l  to  t945  Ld  we 

World  War  II  arc  intended  to  be  a  gospel  of  salvation  for  Ger¬ 
many;  at  a  tune  when  the  only  cathedrals  that  remain  are Zl 
formed  by  the  cupolas  of  folded  hands’  the  only  hope  lies  in 

thfma1se?ir  n/n°7-  J^Cr/CtS  hh  tacc  gainst  the  nihilism  of 
form 7nt  of  7  ^  f  a  /W?  (-95°?’  vvhich  uPhdd«  the  cultural 
In  Der  Wald ^  7°  cnfltIVC  ImPuIscs  of  art  and  literature. 

viduaTof  rat  (T0)  U7  W  a  Piclurc  of  thc  homeless  indi- 
(Nu/f  J  V’  Wh°  rc‘solu<oly  crosses  the  meridian  of  nihilism 

mrmZn areT  fC°nCIUer  frccd(>m-  The  threads  of  Aufden  Mar- 
'^^e^rtr-UP^n  in  lkn<>pnliS  (rW9).  an  allegorical 
^ZttTclZ  a*  "  T  of  Kasack,s  D“‘  *****  hinter  dm 
This  4itv  f  f:lyinfl)uenced  b>'  Aldous  1  Iuxlcy’s  BnweNeiv  World. 
dries  !  ea5\SUn, 1S  P1CtUrcd  “  sPirhually  ™fc  real  than  the 
ovcnhZ  Tf^  7  rhc  aCti°n  takcs  PIacc  between  the 
second.  Actually  tL  rst_  worM  empire  and  the  foundation  of  the 
this  vision  of  thefi  e  cIxr^m^lc  of  our  °wn  time  is  interwoven  in 

oftruth,  offreedom, 

world  offeree  confl^S"  1Sthcworld  of  Superman.  In  the 
and  Hindenburg)  wSS,  °f  ^  Proconsul  (Hitl“ 
other  dieEdeltrffflichen  a  rfj?  T*  T  th<;  °nC  hand  and  0n  tk 
levelling  down  have  kenftfc  Who,throuSh  phases  of  change  and 
g  aown  nave  kept  the  qualities  of  their  ancestors  -  the 
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problems  of  Germany  today  are  set  out  in  clear  lines.  As  a  travel 
writer  Ernst  J linger  followed  up  Atlantische  Eahrt  (1947)  with 
Myrdrn.  Brief e  aus  Norwegen  (1948)  and  Ein  Inselfriihlmg.  Ein  Tage- 
buch  aus  Rhodos  (1949)'  hi  the  essay  Sprache  undEorperbau  (1947)  we 
have  the  culmination  of  his  musings  on  the  mysteries  of  language, 
of  the  Word  which,  he  says,  is  ‘the  sword-blade  of  meaning’;  this 
interest  in  the  symbolic  magic  of  sound  goes  back  to  Lob  der 
Vokale,  one  of  the  essays  of  Blatter  und  Steine,  and  recurs  in  other 
works.  Jiinger  is  indeed  so  conscious  an  artificer  of  language  and 
style  that  he  has  been  charged  with  a  lack  of  spontaneity;  his 
handling  of  words,  it  is  suggested,  is  contrived  to  convey  excogi¬ 
tated  nuances  of  meaning.  The  more  general  view  is  that  as  a 
stylist  he  is  ultra-refined  and  that,  though  he  lacks  the  subtlety  of 
(say)  Hermann  Hesse,  he  is  one  of  the  great  craftsmen  of  recent 
years. 

‘Magic  realism’  as  applied  to  the  later  novels  of  Hermann  Hesse, 
in  which,  though  the  milieu  is  fantastic,  the  psychology  is  basically 
real,  is  a  dubious  term.  It  is  a  question  whether  it  fits  Ernst  Jiinger ’s 
mythical  explorations  of  the  present,  if  only  because  his  concep¬ 
tion  of  realism  is  ideal,  not  real;  hans  carossa  (1878-1956)  it  fits 
exactly.  For  his  symbolic  interpretation  of  life  is  psychologically 
and  literally  true  under  the  halo  of  dream;  it  is  visionary,  but  what 
the  vision  bodies  forth  in  a  world  of  phantasy  exists  in  everyday 
life.  Carossa’s  own  designation  of  himself  is  that  he  is  a  healer;  he 
decided  early  that  he  would  handle  language  as  he  handled  Heilgifte 
(a  favourite  word  of  his)  in  his  practice  as  a  doctor;  it  is  the  poet- 
healer,  he  says,  that  a  nation  needs ;  and  he  is  a  Lichtbringer,  a  giver 
of  light.  His  aim  and  purpose  is  to  enlighten,  and  by  means  of 
enlightenment  to  regenerate  humanity.  The  finest  possible  praise 
of  him  -  it  is  common,  and  indeed  often  misapplied  in  detail  -  is 
that  of  all  modern  authors  he  is  the  nearest  to  Goethe.  Where  the 
two  are  most  closely  related  is  in  their  final  outlook  on  life ;  and  this 
will  be  clearer  if  Carossa  is  definitely  classed  as  a  ‘life  philosopher’. 
Lebensphilosophie ,  of  course,  proceeds  directly  from  Goethe;  but  of 
all  the  Lebensphilosophen  Carossa  comes  nearest  to  Goethe  because 
both,  as  poet-scientists,  interpret  life  biologically  -  thus  in  the  boy 
and  youth  of  Carossa’s  autobiography  there  are  the  stages  of  de¬ 
velopment  by  metamorphoses  that  there  are  in  Goethe’s  plant. 
Carossa’s  anti-metaphysical  trend  of  thought  is  therefore  related 
to  the  practical  philosophy  of  Bergson  and  to  pragmatism,  the 
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base  of  which  is  that  the  aim  of  thought  and  knowledge- must  be  ! 

directed  to  the  betterment  of  life,  and  that  the  value  of  things  is  ' 
in  their  relation  to  their  power  of  sendee  to  life.  In  the  autobio¬ 
graphy  as  a  whole  we  have  the  same  background  as  in  Dichtungund 
Wahrheit ,  but  the  pattern  of  Goethe’s  tale  is  too  fixed  to  literal  fact 
to  be  Carossa’s  model;  actually  this  is  nearer  to  Goethe’s  Wahl-  i 

verwandtschaften  with  its  doctrine  of  ‘elective  affinities’  or  inner  | 

relationship  (/ifgv/iyj  bctwrccn  person  and  person.  Carossa  himself 
indicates  the  influence  in  the  earlier  stages  of  the  autobiography  < 
of  the  cosmic  poet  Alfred  Alombert ;  this  influence,  so  far  as  it  can  ' 
be  traced,  is  one  of  atmosphere;  this  world  of  ours,  in  Carossa’s  I 
term,  is  one  of  dream  ( P bant  askin' //),  and  what  Carossa  takes  over 
from  Mombert  is  the  conception  of  walking,  as  sure  as  in  a  dream 
o traumicher ),  through  a  spirit  world,  with  cosmic  forces  mistily 
shifting  but  inexorably  shaping.  One  element  of  cosmic  philo¬ 
sophy  that  Carossa  stresses  is  that  organic  changes  come  from 
light  -  that  is,  ultimately  from  the  sun  as  a  life-giving  force.  The 
opposite  of  light  is  darkness,  which  is  Carossa’s  symbol  for  evil. 

If  there  is  light,  there  must  be  darkness;  evil  is  therefore  a  cosmic 
element  which  is  as  essential  as  what  is  good;  good  and  evil,  like 
light  and  darkness,  are  parts  of  one  divinely  ordained  whole.  In 
the  moral  sense,  however,  good  must  conquer  evil  as  light  must 
dispel  darkness.  We  must,  therefore,  be  strengthened  by  the  faith 
that  healing  is  hidden  in  the  raging  of  destructive  forces. 

Chronologically  and  primarily  Carossa  must  be  classed  as  an  j 
expressionist,  but  as  such  he  is  essentially  a  symbolist;  since  the 
great  mass  of  his  work  is  his  autobiography  he  himself  in  person 
is  the  great  symbol  for  his  message  to  the  world;  and  throughout 
his  writings  he  uses  scientific  phenomena  —  fauna,  flora,  etc.  -  as 
symbols.  Prominent,  too,  in  his  fixed  technique  are  recurrent  sym- 
o  ic  happenings  -  doppelte  Zeichen ,  as  he  calls  them  -,  double 
recordings  or  double  phenomena.  These  symbols  are  often  recon- 
ite,  but  all  converge  in  the  one  great  lesson  that  from  the  chaos 
that  follows  wars  a  new-  world  must  be  bom,  in  which  mind  will 
ru  e  -  Carossa  s  Konigreich  der  Seek ,  or  (with  a  term  that  he  takes 

over  from  Stefan  George)  the  Third  Realm  (das  Dritte  Reich)  of 
the  spirit. 

Carossa  was  bom  at  Tolz  in  Lower  Bavaria  as  the  son  of  a 
practising  octor.  The  name  is  Italian;  we  know  that  his  great-  ij 
grandfather  came  from  Piedmont  and  that,  after  serving  as  a  sur- 
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geon  in  Napoleon’s  armies,  he  settled  in  a  village  on  the  Inn. 
Hans  studied  medicine  at  Munich  and  took  his  doctor’s  degree  at 
Leipzig.  He  settled  as  a  practitioner  at  and  near  Passau  after  periods 
in  Munich  and  Nuremberg.  It  is  characteristic  of  the  man  that  he 
did  not  give  up  doctoring  for  writing  till  the  end  of  the  1930s;  he 
then  lived  in  retirement  at  Rittsteig,  near  Passau.  His  first  work  - 
apart  from  the  poem  Stella  Mystica  (1907)  and  a  thin  volume  of 
poems  (Gedichte,  1910)  -  appeared  when  he  was  thirty-five ;  it  was 
Doktor  Burgers  Ende  (1913 ;  title  changed  to  Die  Schicksale  Doktor 
Burgers,  1930),  a  tragic  tale  which  is  glaringly  modelled  on  Goethe’s 
Wert  her;  Dr.  Burger,  having  failed  to  save  a  patient  who  dies  of 
consumption,  commits  suicide.  Carossa  corrects  this  pessimistic 
ending  in  a  poem:  Die  Flucht,  Gedicht  aus  Dr.  Burgers  Nachlass 
(1916).  From  now  onwards  Carossa  is  hardened  to  the  suffering 
he  sees;  for  him  now  the  destructive  forces  of  nature  are  also 
constructive ;  for  in  the  decomposition  of  matter  are  the  germs  of  a 
new  birth  (Untergang=  Vbergang).  In  1 922  appeared  the  first  volume 
of  his  autobiography,  Bine  Kindheit;  this  was  followed  in  1928  by 
Verwandlung  einer  Jugend;  and  the  two  sections  were  in  1933  pub¬ 
lished  together  as  Kindheit  und  Jugend.  Here  with  patient  deliber¬ 
ation  Carossa  illuminates  the  stages  of  growth  of  a  boy’s  mind; 
and  it  must  be  remembered  that  although  outwardly  the  subject 
is  Carossa  it  is  inwardly  a  symbol  of  a  process  of  shaping  which  is 
nature’s  way  to  maturity.  In  this  sense  the  autobiography  is  an 
Entwicklungsroman.  Development  of  mind,  and  of  character  as 
shaped  by  mind,  is  conditioned  by  successive  shocks  of  experience 
which  bring  organic  changes ;  for  these  Carossa’s  word  is  Ver- 
wandlungen  (metamorphoses).  And  this  chemical  process  is  con¬ 
tinuous  -  it  is  nature’s  magic,  it  is  magically  real.  These  shocks 
are  often  due  to  ‘elective  affinities’;  that  is,  they  come  from  human 
contacts  and  the  clash  of  personalities,  in  which  there  is  the  fertil¬ 
izing  force  of  chemical  combinations.  The  ultimate  stage  of  Ver¬ 
wandlung  is  Umwandlmg,  which  is  the  maturity  of  what  is  from  the 
first  embedded  in  our  being.  Carossa  here  and  elsewhere  writes 
with  one  plan  and  purpose:  Heilungen;  the  healing  of  ferments  that 
are  bound  to  come,  but  which  heal  themselves  if  nature  is  helped 
by  the  exercise  of  will  power.  At  the  outbreak  of  war  in  1914  he 
immediately  volunteered,  and  his  experiences  as  an  army  doctor 
are  described  in  E Jimanisches  Tagebuch  (1924;  from  193  8  title  is  Tage- 
buch  itn  Kriege).  A  Roumanian  Diary  had  in  its  day  the  same  appreci- 
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ation  here  and  in  America  as  Krnst  J  tinge*  StomofS^}^ 
equally  do  justice  to  the  cncim  as  lighting  men;  lutf  imt  kl  ^ 
of  this  ( .arossa  was  denounced  to  the  Nazis  as  a  pacifist  ThpCaUSe 
ot  this  war  diary,  which  eschews  description  nffi^in^iS 
Carossa  amid  the  crash  of  civilization  rLlutelv  ami  widi  7 
foresight  sets  about  the  work  of  reconstruction;  in  this  senH 
Romaunin  Dmry  prepares  the  wav  tor  /),;•  Ary/  Cion  fiend  f 
yh,ch  the  heroic  wav  is  show,,  „K. 

d  moral  degiadation  that  comes  in  the  wake  of  war  Three 
women  are  grouped  round  Dr.  Cion:  Cvnthia  and  KmerenTas 
patients,  Alruna  as  his  dispenser;  he  has  to  tell  Dmerenz,  a  youto 
country  woman,  who  is  pregnant,  that  to  hear  the.  child’ will  coat 
her  life;  she  chooses  death,  that  the  child  mav  live.  To  Cynthia 
a  sculptress  and  painter,  he  makes  it  dear  that  marriage  would 

“ftT  “"pt;ram™!a',i"s;“hili'y:  1,c  cuas  >>"  bf  hmifmtnj! 
hi™  1,  ’  C'r‘"  '!•  ,lK'  l',unh  volume  of  the  auto- 

g,V“  ",C  S"'fV  -  'hrosaaS  develops,  as  a 
d  °[.Im  c“"«cts  vtrfi  those  who  helped  him:  thetcare 
faacnatmB  glmpses  of  Dehmel,  Karl  Wolfstjhl,  S.cfak  GeorL 

nifa  Oil')*"5;  Ihli  au,"bi"KraPl'i‘->1  Case  of  Ofe™* 
it (  ?57)  B  “>US’  bul  i,s  “’">««*  ™  Problematical. 
wife  CoiT"nCnCar  '’TU  IK'CS  with  his  invalid 

T  1”  °r’  an<1’  ,h"“Kb  tbis  i*  not  stated,  the 

the  ,2h„h  T  *  Miral  ‘l"a"r-  As  I"  /V  Arxt  Gi. 

?Dr!S,r!m'  ,S  T,Pr'''’,t'm,'rd’il'H“,ri”Koncl  also* 

r  i  ^  1  n>  rounc^  central  male  figure  there  is  a  group 

owreeof7nT:  C°fdUula’  -ck  wife;  BaXrMk 

companion  Wootls  ncar'hffi  ancI  SihvIIc,  Barbara’s 

XcffiTffie d' liT!mdeS  Ta#hHeA  «  a  I’rcudian  dream  in 

their  servant  f*6  revedcc*  tFc  elective  affinities  of  his  wife, 

is  sleeping  andt-V,  a  ^°Un^  Hungarian  woman,  in  whose  house  he 

der  e^nC^  7  rr™™™  is. :  Akr  wie  M)t*  kh  dk  d™  Frauen  in 
anderen f>  We  at  "  **  n'aren  sieein  If  h.iw/,  machtigseiend eine  in  der 

areThe" three  nn  apP™^fCnded  *>  ^  that  the  three  women 
bruSn^  Mun  f?  "  PaSt>  PrCSent’  and  Futurc  -  of  the  Nornen- 
of  hl  femak  ’  T 15  enf°Idcd  ^  thrcc  Omental  radiations 

thdr  ***»  Ac  three  phases 
biograpihy^foom^ffi^h  Se?°ne.a  Fduschungen  (r94I)  gives  thenuto- 

1908  to  the  end  r>fh'  5&ltmin8  op  Carossa's  university  studies  in 
1908  to  the  end  of  hts  first  year  as  a  medical  student.  There  is  some 
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conflict  with  Carossa pere,  because,  for  one  thing,  the  son  neglected 
the  Ar^tliche  Rundschau  for  the  miasmic  labyrinths  of  Goethe. 
There  are  erotic  experiences;  and  the  contrasting  types  of  girls  as 
they  succeed  each  other  have  shaping  significance.  Aufigichnungen 
aus  Italien  (1948)  makes  no  show  of  multifarious  information  or 
guide-book  enumeration,  as  Goethe’s  Italienische  Reise  does;  the 
bulk  of  the  book  is  made  up  of  highly  sensitive  impressions,  rather 
than  notes,  of  travel.  The  Auj^eichnungen  begin  in  Verona  and  end 
in  Munich  with  the  description  of  a  day  spent  there  after  a  bomb¬ 
ing  raid  which  had  rocked  the  city  just  before  Carossa  arrived 
home.  Tag  in  Munchen  is  a  terrible  picture  of  devastation.  This 
chapter  is  followed  by  Ahendlandische  Elegie ,  which,  written  in 
1943,  was  passed  from  hand  to  hand  during  the  Nazi  period.  It  is 
the  poem  of  a  seer;  behind  the  shifting  pictures  we  sense,  though 
dimly,  the  outlines  of  the  Voluspa,  that  old  Eddie  poem  which 
foretold  the  darkness  of  the  gods  -  and  the  fields  growing  green 
again  when  all  the  splendour  that  had  been  had  sunk  in  ashes. 
Ungleiche  Wei  ten  (1951)  falls  into  two  parts:  the  first,  Eehenshericht , 
written  1945-48,  deals  with  the  whole  period  of  Nazi  rule  and  the 
three  years  after  it ;  i.  e.  Nazi  tyranny  and  its  aftermath ;  and  the  book 
closes  with  Ein  Tag  im  Spdtsommer  1947*  But  the  two  sections  are 
essentially  one :  they  again  exemplify  Carossa’s  technique  of  double 
relation  or  double  phenomena.  The  first  part  is  the  record  of 
events,  the  £story  of  my  life  literally  reported’,  but  illuminated  by 
a  commentary  that  pierces  deep  into  the  events  of  history  and  the 
mentality  of  the  German  people;  and  these  are  shown  to  be  cause 
and  effect.  In  Ein  Tag  im  Spdtsommer  1947  we  have  a  symbolic 
interpretation  of  the  whole  sense  and  purport  of  the  first  part  of 
the  book.  The  form  is  roughly  that  of  the  South  German  or  Aus¬ 
trian  Dorf novel/e;  the  figures  are  rough-shaped  woodcuts;  and  they 
have  the  religious  significance  of  the  genre;  the  crass  realities  of 
the  present  are  set  against  a  mythical  and  a  mystical  background, 
and  the  tale  is  unfolded  with  the  slow  meditative  precision  which 
we  expect  from  Carossa. 

Der  Tag  des  j ungen  Aretes  (1956)  is  the  closing  volume  of  the 
autobiography  proper;  it  comes  between  Das  Jahr  der  schonen  Tdu- 
schungen  and  Der  Ar^t  Gion.  It  had  been  expected  that  it  would 
deal  in  the  main  with  the  relations  of  son  and  father,  but  what 
conflict  there  is  is  dimly  limned;  actually  what  emerges  is  a  recon¬ 
ciliation  and  on  the  son’s  part  a  feeling  of  filial  affection  for  the 
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father  with  his  amusing  oddities  and  on  the  father's  part  a  recog¬ 
nition  that  J  Ians  will  after  all  make  a  passable  doctor;  this  shows 
when  the  \mgehemkr  e  l/v;7  ttnd  unfcr  tiger  Dichter 5  acts  as  locum 
tenens  at  Passau  while  his  father  is  away  for  the  sake  of  his  health. 
But  poems  are  written  which  find  their  way  into  print,  and  for 
those  who  know  the  writers  of  the  period  -  Dauthcndey,  Wede¬ 
kind  and  the  rest  ~  there  is  a  thrill  when  Carossa  comes  in  contact 
with  them  during  an  excursion  to  Munich ;  and  once  more  light  is 
thrown  on  the  influences  which  go  to  the  making  of  him  as  apoet. 

It  was  Dehmel,  he  says,  who  stirred  him  to  his  depths,  and  it  is 
strange  to  read  that  for  two  long  years  he  was  obsessed  with  the 
urge  to  write  with  DehmePs  ring  and  rhythm.  Prose,  he  thought, 
was  beyond  his  reach;  but:  before  his  fancy  hovered  like  a  mirage 
the  desire  to  write  prose  solidly  built  and  yet  lightly  floating 
(gediegen  uud  dock  schwebend').  1 1 ere  in  a  few  well  coined  words  he 
gives  the  pith  and  essence  of  what  was  to  make  him  the  finest 
prose  writer,  perhaps,  of  his  day.  A  pathetic  interest  attaches  to 
his  last  book  of  all,  Per  altc  Taschenspkkr, ,  Hatchs  f  tick  mis  einem  welt - 
lichen  Mysterium  (1956) ;  a  beautiful  edition  had  been  prepared  by 
the  Insel-Verlag  as  a  birthday  gift  for  the  1 5th  December,  but  the 
poet  had  passed  away  in  September.  The  first  part  of  the  poem  is 
reprinted  from  the  1932  edition  of  Ged/ch/e;  the  second  part  was 
completed  in  the  spring  of  1940.  Since  we  are  faced  with  a  frag¬ 
ment  pointing  to  an  intended  Faustian  completion  an  elucidation 
is  difficult.  We  can  see  that  it  has  a  close  connect  ion  with  the  auto¬ 
biography;  we  remember  the  old  conjurer  uncle  whose  tricks 
Hans  tried  to  imitate  in  liinc  Kindheit ,  and  so,  presumably,  we  have 
an  old  friend  redivhms .  Inwoven  into  the  mystery  play  are  Carossa  s 
cosmic  concepts,  doubled  by  the  idea  that  the  heavenly  powers, 
ever  at  work,  must,  by  forceful  enlightenment  (or,  prosaically 
stated,  by  the  force  of  events),  reclaim  the  rabid  youths  (Welt- 
nemrer)  who  call  for  the  destruction  of  all  that  is. 

The  definitive  edition  of  Carossaks  verse  is  Gesawmlfe  Gedichte 
(1947).  The  first  reading  of  the  book  as  a  whole  is  apt  to  leave  the 
impression  of  opaqueness  and  metrical  heaviness.  But  the  mist 
lifts  and  the  verse  rings  true  if  there  is  patient  and  expectant  ex¬ 
ploration.  There  are  two  keys  to  comprehension:  familiarity  with 
the  life-story  and  an  ever-present  consciousness  in  the  readers 
mind  of  the  essential  factors  of  the  poet’s  biological  philosophy. 
The  verse  might  be  divided  into  poems  of  intense  personal  experi- 
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ence  or  of  philosophical  interpretation  of  things  and  phenomena. 
Thus  we  have  poems  which  record  remembered  emotion  and 
poems  which  interpret  the  doctrine  of  growth  by  organic  change. 
There  are  a  series  of  poems  with  exact  though  subtly  imaged  des¬ 
cription  of  flora  and  fauna.  Philosophically  considered  the  most 
important  poems  are  those  in  which  we  find  the  sun  as  life-giver 
(Gesang  %ur  Sonne ),  the  organic  certainty  of  healing  and  renovation, 
and  the  call  to  a  resolute  acceptance  of  whatever  ills  may  befall, 
in  the  faith  that,  if  the  demons  of  evil  are  fought  with  manly 
determination,  nature  herself  will  bring  recovery  (An  die  Natur ). 

FRANK  THIESS  (1890-  ),  like  Werner  Bergengruen  a  Latvian,  is 
one  of  those  who,  while  influenced  by  expressionism  and,  in  their 
later  work,  by  existentialist  tenets,  are  in  the  main  impressionists 
and  realists.  As  good  a  term  as  any  is  transparenter  Realismns;  this 
is  used  for  writers,  such  as  Hermann  Hesse  too,  whose  base  of 
realism  is  in  the  main  ideological  and  is  illuminated  by  what  Thiess 
calls  ‘die  Scheinwerfer  der  Erkenntnis\  Thiess  -  whose  mother,  an 
Eschenbach,  is  said  to  have  been  a  descendant  of  Wolfram  von 
Eschenbach  -  began  with  Der  Tod  in  Falern  (1921),  the  tale  of  a 
dying  town,  and  won  through  to  fame  with  Die  Verdammten  (1922), 
an  epic  unfolding  of  the  decay  of  the  Baltic  aristocracy;  the  theme 
is  incest  of  brother  and  sister.  In  Angelika  ten  Swaart  (1923)  we 
find  the  'associative  thinking’  and  word  symbolism  of  existential¬ 
ism;  e.g.  the  name  of  the  American  research  worker  in  medicine 
who  marries  Angelika,  a  Dutch  aristocrat  of  aristocrats,  is  Morr; 
this  by  verbal  suggestion  verified  by  the  course  of  the  action  is 
mors ,  la  mort ,  or  even  Mord ;  and  the  pith  of  the  meaning  is :  to  the 
bride  in  the  marriage  night  comes  Death  in  the  shape  of  the  bride¬ 
groom;  for  he  induces  physical  changes  that  bring  the  beginning 
of  death.  But  the  association  of  ideas  is  more  complicated  than 
this:  to  Angelika,  Morr  is  a  stranger;  he  is  plebeian;  and  yet,  as 
life  fades,  she  realizes  that  she  loves  the  father  of  her  child.  Death 
loves  life,  and  in  the  end  Life  loves  Death.  In  Frauenraub  (1928) 
we  have  a  daring  exploration  of  sexual  states:  an  architect  marries 
a  frail  girl  of  nineteen;  she  is  a  disappointing  bride:  she  can  only 
give  her  husband  excitement,  not  surrender  -,  for  she  has  been 
physically  spoilt  by  a  Lesbian  affair  with  an  older  woman.  Das  Tor 
der  Welt  (1926)  explores  the  sexual  awakening  of  a  group  of  sixth 
form  boys  and  girls  in  a  small  town  in  the  Harz;  here  again  we 
have  word  symbolism  and  the  rest;  e  g.  Gjmnasiast  is  related  to 
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yvpvo sg  ‘naked*.  In  Dcr  IHg  y//  Isabelle  (1954)  a  German  in  the 
south  of  France  has  an  affair,  in  1914,  with  the  daughter  of  a 
French  officer  who  will  not  hear  of  their  marriage.  The" lovers  are 
torn  asunder  by  the  outbreak  of  war;  the  girl  gives  birth  to  a 
female  child.  Twenty  years  later  the  German  learns  that  the  mother 
had  been  killed  by  bombs,  but  he  discovers  a  girl  who  in  the  light 
of  evidence  seems  to  be  his  daughter,  and  as  such  he  adopts  her 
and  takes  her  to  Germany.  But  she  has  led  a  loose  life;  sexual 
experience  is  in  her  blood;  and  she  tells  her  presumed  father  that 
she  would  love  him  sexually  even  if  she  were  sure  he  were  her 
father.  It  turns  out  that  he  is  not,  and  the  presumption  is  that  he 
marries  her,  though  this  is  not  stated,  from  a  rapid  indication  of 
Thiess’s  field  of  fiction  it  might  seem  that:  he  pounces  on  sen¬ 
sational  best-seller  themes;  this  is,  however,  far  from  the  truth; 
he  is  a  psychiatrist  and  he  probes  quietly  and  deep.  The  Ckeusche 
Entblossmigeff  oi  Der  II  eg  47/  Isabelle  led  to  his  rejection  by  Nazi 
critics  on  the  score  oi  morbidity,  though  1'sush/m/,  dcr  Ro/aan  eines 
Seekr leges  (1936),  which  shows  the  heroic  inception  of  the  modern 
might  of  Japan,  might  have  been  expected  to  rehabilitate  him. 

Werner  BERGKNGRi.'KN  (1892-  )  was  born,  as  the  scion  of  a 
patrician  house,  at  Riga,  which  at  that  time  was  in  Russia.  His 
name  (-gruen  is  Swedish  gw/,  ‘branch’)  .indicates  the  Swedish  pro¬ 
venance  of  his  family;  it  will  be  remembered  that  Latvia  was  once 
a  province  of  Sweden.  After  completing  his  university  course  at 
Berlin  he  fought  as  a  volunteer  for  the  Germans  in  World  War  I 
and  after  the  war  against  the  Russians  in  the  Baltischc  Landwehr 
in  his  homeland.  lie  stresses  that,  though  his  themes  cover  the 
many  lands  he  made  himself  at  home  in,  the  fundament  of  his 
work  is  his  nostalgia  for  that  heritage  of  the  Baltic  provinces  - 
Livonia,  Esthonia  and  Courland  -  which  he  felt  to  be  the  core  of 
his  being.  Here  in  the  great  ports  with  their  1  lanseatic  traditions 
the  German-speaking  upper  strata,  the  great  merchants  and  the 
landowners,  were  marked  off  from  the  working  classes.  During 
the  Nazi  period  several  of  his  works  were  banned;  later  he  was 
placed  under  surveillance  but  allowed  to  write.  I  le  emigrated  from 
Munich  to  Achenkirch  in  the  Tyrol,  from  where.  In  1945,  friends 
managed  to  smuggle  him  into  Switzerland.  At  Achenkirch  he  had 
written  resistance  poems  which  he  recited  at  clandestine  meetings. 
His  first  novel  was  Das  Geset%  des  Attrn  (1923),  which  has  auto¬ 
biographical  elements.  Das grosse  Alkahest  (1926),  which  followed, 
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has  its  shifting  scenes  in  the  Russia  of  Catherine  the  Great.  Der 
goldene  Griffel  (1931)  is  a  novel  of  the  inflation,  with  a  criminal  as 
central  figure ;  here  Bergengruen  sketches  out  his  main  tenet,  am¬ 
plified  in  the  work  that  follows,  that  evil  can  be  overcome  by 
spiritual  means.  His  aim,  he  says,  is :  £ die  ewigen  Ordnungen  sichtbar 
machen\  There  is  deep  religious  faith  in  his  work,  and  much  of  his 
apparent  patience  with  wrong-doing  is  to  be  explained  by  his  con¬ 
version  in  the  late  1930s  to  Roman  Catholicism;  what  we  find  is 
that  contrast  of  evil  and  good  which  comforts  converts ;  it  is  the 
dream-lore,  the  poetry  of  Catholic  doctrine.  If  we  are  to  believe 
Bergengruen,  God  reconciles  conflicting  forces,  and  evil  must  be 
accepted  as  belonging  to  God’s  ways  with  men.  Bergengruen’ s 
great  effort  is  in  the  batch  of  historical  novels  which  follow  Das 
Kaiserreich  in  Tnmmern  (1927);  this  goes  back  to  the  days  of  the 
Goths  and  describes  the  rush  to  glory  of  Odoacer  and  his  down¬ 
fall.  In  Herzog  Karl  der  Kuhne  (1930)  Charles  the  Bold,  Duke  of 
Burgundy,  overreaches  himself  in  his  lust  for  power.  Then  came 
two  novels  which  are  considered  to  be  Bergengruen’s  chief  works. 
In  Der  Grosstjrann  und  das  Gericht  (1935)  the  problem  of  Nazi 
Germany  is  transposed  to  the  Renaissance  period  in  a  small  Italian 
State.  Bergengruen’s  very  personal  technique  is  perhaps  best  exem¬ 
plified  in  a  novel  which  was  banned  by  Goebbels,  Am  Himmel  me 
auf  Erden  (1940).  The  period  is  that  of  the  Elector  Joachim  I  of 
Brandenburg,  who  was  fanatically  opposed  to  Luther,  and  the 
twin  towns  of  Berlin  and  Koelln  are  the  scene.  The  tone  is  Catholic, 
and  the  theme  is  the  disintegration  of  life  through  fear  (as  in  Nazi 
days).  A  second  deluge  is  prophesied  by  the  State  astrologer,  who 
has  read  the  coming  event  in  the  stars.  He  tells  only  the  Elector, 
who  also  dabbles  in  astrology;  arks  are  built,  and  there  is  general 
chaos.  The  young  chamberlain  sends  his  wife  to  a  safe  place;  for 
this  betrayal  of  the  secret  he  is  condemned  to  death  by  the  Elector, 
and  before  his  death  he  realizes  that  he  who  is  afraid  is  not  perfect 
in  love.  The  Elector  himself  flees,  but  returns  to  stay  with  his 
people.  And  there  is  no  deluge.  The  novel  was  begun  in  1931  and 
finished  in  the  summer  of  1 940,  when  a  new  catastrophe  was  im¬ 
pending.  The  pivotal  idea  is  that  events  foretold  by  the  Old  Testa¬ 
ment  prophets  recur  through  the  ages.  Bergengruen  is  a  master  of 
the  Novelle,  in  which  he  is  influenced  by  E.  T.  A.  Hoffmann,  and 
in  his  symbolization  of  history  by  Conrad  Ferdinand  Meyer.  The 
starting-point  mostly  conforms  to  Goethe’s  definition  of  a  Novelle 
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as  ‘einc  sich  ereipncfe  umrkortc  Vtepebenheit' ,  but  Bergengruen’s  un¬ 
heard  of  event  is  a  manifestation  of  eternal  laws,  the  effect  of  which 
tends  to  lie,  not  so  much  a  chance  happening  as  a  religious  Wand- 
Ihh£,  a  moral  regeneration  which  does  not  always  carry  conviction- 
it  is  rather  fixed  up  or  aiistyl/iDelf  than  inevitable.  There  are  sen¬ 
sational  elements,  as  for  instance  in  Rosen  am  Gaigenbofy  (1923)  and 
Schinnmlreuier  hat  mich gtssen  (1923).  At:  all  events  these  eminently 
readable  short  stories,  whether  single  (7 )er  spanische  Rosenstock, 
1940;  llonnttuicr  I  leimurb,  1942;  Seba/^eniberet'sehich/e,  1943;  Das 
Tempelrbeti,  1950)  or  grouped  {Dir  Sttltansrose,  1946;  Sternenstand , 
1947)  have  just:  the  components  which  make  translations  saleable, 
lypical  is  Der  le/^/e  Rillmcisier  (1952);  here  we  have  a  R abrnn- 
erstfblwiz,  talcs  strung  together  with  the  life  story  of  the  narrator 
framing  them  in;  we  are  made  to  realize  that  this  last  captain  of 
horse  is  such  a  ‘shining  fool’  as  Bayard  or  Bertrand  du  Guesclin. 
He  is  the  last  of  his  class  because  he  has  done  his  last  fighting 
against  the  Red  Army.  Bergengruen  meets  him  in  his  old  age  in 
a  village  on  a  North  Italian  lake.  'J  hroughout  the  book  we  have 
Bergengruen’s  characteristic  note,  that  subtle  blend  of  Baltic  East 
and  Russia  with  Southern  European  moods  and  feeling.  In  this 
respect  Bergengruen  pairs  with  henry  von  hkiski.kr  (1875-1928); 
both  have  translated  Russian  classics,  and  both  in  their  best  work 
have  an  undertone  of  love  for  the  Russia  of  the  good  old  days. 
There  is  the  same  tone  in  the  sequel  to  Der  lets^te  Riitmeister ;  in 
Die  Rittmeisterin  (1954)  the  captain  is  dead,  but  the  narrator  meets 
a  lady  who  was  his  friend  and  memories  are  revived  in  yet  another 
string  of  tales.  Another  collection  of  talcs  which  cluster  round  the 
Baltic  coast  and  Riga  is  Die  V lam  me  i?u  Siwlenhoi ^  (1955).  InOster- 
gruss,  Sechs  Enpibhmpen  (195  5)  there  are  tales  from  both  the  Russia 
of  the  Czars  and  of  the  Communists.  Zwieselcben  (1 95 1)  is  a  delight¬ 
ful  children’s  book  written  by  Bergengruen  for  his  own  children. 
As  a  lyric  poet  Bergengruen  is  best  known  for  the  ‘resistance 
poems’  of  his  Dies  Irae  (1945),  which  were  written  in  the  Tyrol 
and  privately  circulated.  A  few  of  these  may  survive,  as  historically 
indicative,  though  all  the  resistance  poems  of  the  period  tend  to 
fall  into  a  common  mould  which  palls  with  familiarity;  the  form 
is  as  a  rule  so  immaculately  regular  —  sonnets  are  favoured  -  that 
there  can  be  no  lasting  popular  appeal.  There  is  something  of  a 
declamatory  effect  in  An  die  Volker  der  Erde,  a  call  to  the  nations 
of  the  world  to  repent  for  the  guilt  they  incurred  in  the  twelve 


EXISTENTIALISM  AND  SURREALISM  475 

years  (the  holy  number  of  fulfilment!)  which  cover  World  War  II 
and  what  went  before  it:  Germany,  cthe  heart-shield  of  the  West’, 
runs  the  argument,  was  seized  by  the  Demon  that  drove  her  to 
war;  but  the  nations  round  about  her  were  passive  in  their  Tragheit 
des  Herzens  and  therefore  equally  guilty.  The  result  is  that  Germany 
must  suffer  in  their  place  (stellvertretend).  All  this  may  seem  strange, 
but  it  is  part  and  parcel  of  the  obsessional  Messianism  of  the 
Germans :  Germany  is  chosen  to  save  the  world;  and  therefore : 
c  Volker,  vernehmt  mit  uns  alien  das  Gottliche;  Metanoeite  /’  But  Bergen- 
gruen’s  lyrical  work  is  mostly  religious  in  tone  and  substance : 
Die  Rose  von  Jericho  (1946),  Der  ewige  Kaiser  (1937),  Die  verhorgene 
Frucht  (1938),  Die  heile  Welt  (1950).  In  Eombardische  Elegie  (1951) 
the  poet  recalls  his  Baltic  origin,  reflects  on  the  fate  ofhis  ancestors 
and  their  possessions,  and  connects  all  this  with  his  description  of 
the  great  plain  of  Lombardy,  which  serves  him  as  the  starting- 
point  of  his  excursions  into  the  world  of  the  past. 

In  the  Supranaturalismus  of  the  Rhineland  novelist  Elisabeth 
langgasser  (1899-1950)  the  fusion  of  past  and  present  is  extreme 
and  extravagant.  For  her  Jet^t  und  Hier  are  one  with  Immer  und 
Emg:  c Zeitlosigkeit  und Zeit\  she  says,  "fallen  % usammenl  Not  only  is 
the  unity  of  all  life  her  continuous  theme  but  also  the  unity  of  the 
pagan  antiquity  of  Greece  and  the  Middle  Ages  with  the  world  of 
today.  She  is  a  master  of  interior  monologue.  Her  novel  Proserpina 
(1932),  a  personal  myth  of  childhood,  was  followed  by  Triptichon 
des  Teufels  (1932)  and  Gang  durch  das  Ried  (1936).  The  theme  of  Die 
Rettung  am  Rhein  (1938)  is  Grace  abounding,  as  it  is  declaredly  of 
the  masterpiece  that  made  her  famous,  Das  unausloschliche  Siegel 
(1946).  The  novel  must  have  been  written  in  the  full  consciousness 
that  she  was  half  a  Jew,  that  she  had  been  condemned  to  twelve 
years  of  silence,  and  that  her  elder  daughter  had  been  thrown  into 
the  concentration  camp  at  Auschwitz.  The  chief  character  of  the 
novel,  Belfontaine,  is  a  Jew  complete,  but  he  turns  Catholic  to 
marry  into  a  Catholic  family.  He  is  in  good  circumstances  and  a 
hon  viveur;  and  he  accepts  baptism  cynically  and  keeps  to  his  free- 
thinking.  At  the  outbreak  of  the  First  World  War  he  is  on  holiday 
on  the  Loire  and  is  interned.  Years  after  we  find  him  at  Senlis 
near  Paris  as  a  naturalized  Frenchman  married  to  a  Frenchwoman. 
All  seems  to  be  going  well  with  him,  and  he  is  still  flaunting  his 
Voltairean  vice  of  enlightenment  ( Vemunft )  when  he  hears  a  voice 
calling  him  in  a  thunderstorm:  "Lazarus,  komm  herausl  He  dis- 
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appears,  to  appear  again  in  1943  as  an  old  Jew  beggar  who  roams 
about  between  Russian  concent  ration  camps  and  Russian  partisans 
rich  in  the  joy  of  prayer  and  in  Cod’s  grace.  This  is  the  story  that 
can  be  fished  out  of  the  ocean  of  monologues  that  wind  on  and 
on,  insertions,  and  multifarious  matter,  and  the  leap-frog  chrono¬ 
logy  between  1858  and  1945 ;  the  happenings  range  in  scene  from 
the  Rhineland  through  France  to  the  Pyrenees  and  eastwards  to 
Russia.  There  is  no  psychology;  for  the  fundament  of  all  we  read 
is  that  man  is  object,  not  subject;  what  is  visioned  and  shown  is 
the  direct  action  of  ( fod  on  man.  There  are  two  opposing  worlds: 
the  world  of  saints  ■-  I  herese  of  Lisieux,  Bernadette  Soubirous  at 
Lourdes,  and  the  rest  ■  •  and  the  world  of  demons,  and  to  these 
belong  the  marionettes  of  Satan,  such  as  Belfbntaine.  The  conflict 
is  thus  between  (Joel  and  the  Devil;  they  fight  for  the  souls  of 
men.  Belfbntaine  is  saved  in  his  sin;  for  he  is  baptized.  His  baptism 
was  a  fraud;  but,  being  baptized,  he  hears  a  seal  that  cannot  be 
effaced.  A  vile  Voltaircan  might  object  that  if  the  mere  ceremony 
of  baptism  is  miraculous,  it  is  a  heathen  fetish;  hut  symbol  is 
heaped  to  prove  that  the  baptismal  font  itself  is  a  miracle;  and  in 
addition  the  grotto  at  Lourdes  and  even  die  weibliche  Scham  (and 
this  is  typical)  are  symbolized  as  fonts  in  which  the  miraculous 
process  of  salvation  is  carried  out  by  God.  1  'he  greatness  of  the 
novel  is  in  description,  in  symbol;  in  short  it  is  rather  prose 
poetry  than  narrative.  Marvellous  is  the  use  of  classical  mythology 
to  image  the  common  human  conduct  of' all  time;  thus  Leda  with 
her  swan  serves  to  show  forth  by  a  callous  spread  of  limbs  the 
mechanical  sexual  receptivity  of  woman.  'I lie  symbol  is  often  raw, 
to  mark  the  impulsion  of  brute  desire;  but  it  may  have  the  loveli¬ 
ness  and  the  rareness  of  a  poet’s  vision.  Hie  artistic  justification 
-  if  there  can  be  one  -  of  all  this  slow  savouring  of  adultery/ of 
Lesbian  love,  incest,  brothels,  is  that  it  is  necessary  for  the  picture 
of  purple  Hell/  But  the  other-world  contrast  is  the  cloister  with 
flagellation  and  fevered  visions.  Physically  untrue  as  the  presen¬ 
tation  of  mental  states  is,  there  is  psychological  interest  in  so  far 
as  the  author’s  own  obsessed  psyche  is  revealed.  She  is  the  reverse 
of  anima  naturaliter  Christiana;  she  is  a  forced  flower  of  fanaticism; 
and  to  many  her  aversion  to  Luther  may  he  distressing.  Der  Torso 
(r947 -Das- labyrinth  (1949)  are  collections  of  short  stories. 
Of  prime  importance  is  her  posthumously  published  novel  on  a 
vast  scale  Mdrkische  Argonauknjahrt  (1950),  in  which  we  find  the 
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same  leap-frog  chronology,  the  same  insertions  and  divagations 
as  in  Das  unausloschlicbe  Siegel •;  the  multiple  threads  of  the  story,  as 
of  the  argument,  dangle  loosely,  and  may  escape  the  reader’s  grip. 
The  reason  for  this  may  be  the  loosening  grip  of  a  dying  woman’s 
hand;  there  are  signs  that  it  was  finished  anyhow.  The  theme  is 
once  again  the  renovation  of  a  ruined  world  by  Grace  abounding. 
Seven  people,  each  oppressed  by  one  of  the  seven  great  heresies, 
set  out  in  the  summer  of  1945  from  the  ruins  of  Berlin  on  a  pil¬ 
grimage  to  the  monastery  of  Anastasiendorf  ('the  village  of  resur¬ 
rection’)  in  the  south  of  the  March  of  Brandenburg.  They  are  on 
pilgrimage  to  themselves;  for  their  Golden  Fleece  is  to  be  their 
return  home  regenerated  by  Grace,  saved  from  sluggishness  of 
heart  and  nihilistic  despair.  Here  again  there  is  a  daring  use  of 
sexual  symbol,  and  the  poetry  and  the  sadness  of  it  all  is  so  lovely 
that  the  moral  lesson  floats  away  into  limbo:  the  Golden  Fleece 
and  the  soul’s  uplifting  are  in  the  magic  and  the  haunting  melody 
of  the  words,  not  in  the  austere  cloister  at  the  rim  of  Russia.  The 
author’s  defence  of  herself  would  be  that  these  pilgrims  from  the 
old  to  the  new  are  not  in  history,  but  between  two  phases  of 
civilization;  and  therefore  they  are  in  a  state  of  nature  (. Natur - 
menschen)  and  free  from  all  convention  and  sense  of  shame.  Their 
sexual  promiscuity  as  they  roam  through  ruins  is  thus  not  im¬ 
morality  condoned,  but  is  presented  as  inevitable,  because  they 
are  as  yet  far  from  the  joy  of  the  spirit  -  that  joy  which  is  the 
purpose  of  God  because  it  is  His  nature.  There  is  high  excellence 
in  Elisabeth  Langgasser’s  lyric  verse,  of  which  the  main  aspect  is 
that  Greek  myth  and  fable  are  used  for  intricate  symbolism  woven 
into  all  the  phases  of  nature;  to  her  trees,  plants,  flowers,  bees, 
animals  are  literally  Demeter.  Her  cosmic  conception  is  built  labori¬ 
ously  into  stiff  rhymes  and  often  into  hard  rhythms,  though  there 
may  be  a  caressing  melodiousness  that  makes  the  search  for  sense 
seem  otiose.  The  main  obsession  is  seminal  reproduction,  of  plants 
and  man.  The  worst  that  can  be  said  -  but  if  there  were  space  for 
quotation  the  balance  would  be  to  the  good  —  is  that  because  of 
overweighting  by  learned  allusions  the  verse  sticks  to  the  page. 
Chronologically  listed  her  books  of  verse  are  as  follows.  Der 
Wendekreis  des  Eammes.  Ein  Hymnus  der  Erlosung  (1924)  marks  her 
first  appearance  in  print.  Tierkreisgedichte  (1935)  is  a  subtle  re¬ 
creation  of  classical  mythology  and  legendary  lore  serving  for  the 
symbolization  of  modern  life  ;  the  source  is  her  conception  of  late 
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Hellenistic  semi-mythical  religion,  in  which  Greek  paganism  blends 
with  a  primitive  acceptance  of  Christian  dogma.  DerLaubmannund 
die  Rose,  liin  Jdhreskreis  (1947)  probably  derives  from  Brentano’s 
Romamgn  vow  R osenkran^  nature  is  christianized  with  (often)  com¬ 
plicated  and  s<  >metimcs  m<  >rc  <  >r  less  <  >bscene  t  breads  of  relationship. 

luisk  rinser  (19 1 1-  ),  an  Upper  Bavarian,  was  an  elementary 
teacher  near  Salzburg;  she  now  lives  in  Munich.  From  1944  to 
the  end  of  the  war  she  was  forbidden  to  write  by  the  Nazis,  im¬ 
prisoned,  and  condemned  to  death ;  these  experiences  she  describes 
in  Gejan^nhlivsehueh  (1946).  As  a  novelist  she  breaks  with  conven¬ 
tion  and  ploughs  her  own  furrow.  It)  Die  S/arkerai  (1948)  we  have 
the  collapse  of  the  time-honoured  middle -class  and  its  displace¬ 
ment  by  the  new  type  <  >f  memo  ms  ci<  >us  ( human.  This  clash  of  the 
old  Durgerium  with  its  reverence  ft  >r  family  life  and  the ? tween-wars 
generation,  for  whom  marriage  is  more  or  less  a  mirage,  provides 
the  staple  of  Mifie  des  Lelnm  (1950).  The  novel  is  made  up  for  the 
most  part  of  a  diary  kept  by  a  professor  of  medicine  at  Munich, 
Dr.  Stein,  and  passed  over  to  the  heroine,  Nina,  after  his  demise. 
The  diary  entries  record  the  old  professor's  love  for  one  who  in 
the  first  flush  of  her  girlhood  had  been  his  pupil  and  is  now  a 
writer  of  repute  with  two  novels  to  her  credit.  She  is  twenty  years 
younger;  the  gap  is,  however,  not  so  wide  as  that  which  yawned 
between  Ruskin  at  sixty-eight  and  the  art  student  of  twenty  he  fell 
in  love  with.  Ruskin,  it  is  true,  went  mad  when  his  correspondence 
with  the  girl  was  broken  off,  whereas  Stein  is  faithful  and  devoted 
and  quite  sane  till  the  day  he  dies.  Nina  yields  to  this  male  and 
that*  caus  Mi/kid7  we  are  told;  and  this  charitable  readiness,  we  ate 
to  understand,  is  a  feature  of  the  psychology  of  new  woman  in  an 
enlightened  age.  She  has  even  married  one  of  her  promiscuous 
males,  though  she  hears  a  child  of  which  her  husband  is  not  the 
father.  For  once  in  a  way  she  even  sleeps  with  Professor  Stein, 
aus  Mitleid  of  course,  but  she  still  refuses  to  marry  him.  This  more 
than  anything  else  is  the  burden  of  I  aiise  Rinser's  tales :  she  brings 
it  home  that  sex  experience  in  a  woman  radically  good  does  not 
tarnish;  those  who  are  morally  despicable  are  the  males  -  but  only 
sometimes,  for  as  a  rule  they  just  obey  the  pressure  of  nature,  and 
are  thus  themselves  innocent.  There  is  really  no  ending,  happy  or 
otherwise;  since  Nina  has  not  finished  her  work  ■-  she  is  busy  as  a 
writer  -  she  has  not  finished  living,  and  she  faces  whatever  may  be 
in  store  -  as  we  all  do  fin  the  middle  of  our  life*.  Daniela  (1952)  is 
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the  story  of  an  elementary  teacher  from  a  comfortable  home  who 
at  the  beginning  of  her  scholastic  career,  in  a  fit  of  reforming  zeal, 
exiles  herself  to  a  remote  moorland  village.  The  beastliness  of  the 
peat-cutters  here  is  incredible;  they  are  sub-human.  One  hope 
Daniela  has :  the  young  priest,  not  long  in  the  hamlet,  robust,  and 
fervent  in  faith.  The  name  for  him  in  the  village  is  cder  Heilige ’ ; 
but  it  is  a  term  of  contempt.  Daniela  has  some  practical  success 
with  her  de-lousing  and  general  cleaning  up  of  her  pupils ;  but  her 
efforts  at  moral  cleansing  are  laughed  at.  She  hears  the  priest  ser¬ 
monizing  his  flock,  and  in  the  sermon  and  in  talk  with  Daniela 
there  is  much  play  with  the  idea  that  God  has  instituted  sin  am 
Mitleid  with  humanity;  He  leaves  us  the  choice  between  good  and 
evil.  The  reasoning  amounts  to  this :  man  is  an  animal,  so  made  by 
God;  the  priest  and  Daniela  are  in  an  environment  of  animality; 
and  they  too,  when  the  moment  comes,  fall.  The  problem  of  the 
book  is  the  celibacy  of  the  clergy;  and  this  is  a  theme  with  a  long 
pedigree  from  Zola’s  La  conquete  de  PJassans  and  La  faute  de  Tabbe 
Mouret  onwards.  The  priest  falls  in  Peter  Rosegger’s  Maria  im 
Blend  (1852);  and  another  Austrian  woman,  Emilie  Mataja,  who 
wrote  under  the  name  of  Emil  Harriot,  made  a  speciality  of  such 
tales  of  priests ;  her  novels  Dergeistliche  Tod  (1884)  and  Mitder  Tonsur 
were  famous.  The  finest  handlings  are  George  Moore’s  The  Lake 
and  Gerhart  Hauptmann’s  Der  Ket^er  von  Soana.  There  is  a  run¬ 
ning  chain  of  motifs  in  all  these  novels;  and  there  is  this  and 
that  in  Daniela  which  has  its  parallel  in  what  has  preceded;  thus 
Daniela,  like  George  Moore’s  heroine,  is  not  abashed  by  the  ex¬ 
pectation  of  an  illegitimate  child;  in  The  Lake  as  in  Daniela  the 
woman  is  an  elementary  school  teacher,  and  in  both  these  novels 
the  heroine  refuses  to  allow  her  priest  to  join  her  when  he  has 
taken  up  a  new  vocation.  This  last  detail,  however,  agrees  with 
Luise  Rinser’s  practice;  she  has  stated  in  a  Selbstportrdt  that  she 
has  no  liking  for  happy  endings;  in  Daniela  as  in  Mitte  desLebens 
the  reader  is  free  to  guess  what  the  future  will  bring.  Generally 
speaking,  though  in  style  and  handling  of  the  problem  Luise  Rinser 
is  influenced  by  Georges  Rernanos,  Daniela  is  almost  outrageously 
original.  The  title  (one  thinks  of  Daniel  in  the  lions’  den)  suggests 
that  to  the  author  the  woman  is  the  principal  character,  not  the 
priest,  whom  in  any  case  she  dominates  (one  might  venture  to 
say:  whom  she  seduces  -  am  Mitleid ),  and  this  would  conform  to 
her  line  of  attack  in  Mitte  des  Lebens,  in  which  the  men,  even  1 
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they  arc  intellectuals,  arc  pour  creatures  who  need  women  as  God 
intended  them  to.  This  aspect,  really,  is  what  is  new  and  daring 
in  these  novels  ot  I  aiise  Rinser,  which  are  not  to  he  judged  super¬ 
ficially  by  their  glaring!},  best  selling  qualities. 

Harrowing  experiences  ot’ World  War  I  come  into  the  fiction  of 
eix;  \r  m a  \s  ( 1 89O-  );  v \  erdun  Maas'  as  he  is  known  to  distin¬ 
guish  him  fn  >m  his  brother  Joachim.  Both  were  born  in  Hamburg 
as  sons  of  a  merchant  engaged  in  the  export  trade.  Edgar,  after 
serving  on  the  west  front  during  the  war,  emigrated  to  America, 
where  he  worked  as  manager  of  chemical  factories  in  New  York 
and  elsewhere.  !  le  won  tame  w  it h  his  novel  I  ’ 'erdun  (1936),  which 
questions  the  t  inu>w<  >rn  ide<  >h  »gy  < >f  (ind  and  Fatherland,  Im  Nehel 
der  Ym l  (19^8),  the  theme  ot'  which  is  the  after-war  chaos,  is  a 
sequel.  1  lis  brother  jo  \cni\t  \m,s(njoi  ■*  )  also  emigrated  in  1938 
to  America,  where  he  was  a  university  reader  in  C  ierman  literature 
beh >re  returning  to  C iermnny  in  1 9 u .  1  le  U >1  lowed  up  his  dramatic 
poem  Johann  Christian  Cihiilnr  (  1925}  with  his  novel  Boheme  ohne 
Mimi  (1930),  which  handles  the  life  of  Bohemian  circles  in  Berlin. 
Der  Widersacher  (1932)  is  a  novel  of  the  after-the-war  slump  in 
quarters  round  the  docks  in  a  northern  port  Hamburg  is  indi¬ 
cated.  Two  ot  his  works  are  devoted  to  the  experiences  of  child¬ 
hood;  in  the  short  story  Borin'  (1934)  a  schoolboy  is  thrashed  by 
his  teacher,  while  the  n<  >vel  Die  umviederbringltche  Yeit  (193  5)  is  built 
up  from  the  story  of  the  author's  own  childhood  in  Hamburg.  Bin 
Testament  (1939)  is  a  novel  of  family  life  which  in  Dostoieftsky’s 
way  probes  into  the  problems  of  good  and  evil.  In  Das  magische 
Jahr  (1945)  too  a  lonely  emigrant  in  America  is  filled  with  nostalgic 
recollections  of  his  youth  in  1  lamburg  as  it  was  in  happier  days; 
the  reverse  of  the  idyll  is  that:  once  again  there  is  a  teacher  who 
thrashes  his  pupils.  SUirmischer  Morgen  (1 937)  chronicles  the  life  of 
another  Hamburg  boy,  Friedrich  Ludwig  Schroder  (1744-1816), 
who  rose  to  be  one  of  the  great  actors  of  his  time.  Der  tmermudliche 
Rebell  (1948)  is  the  life-story  of  Carl  Schurz,  one  of  the  revolution¬ 
aries  of  1848  who  found  asylum  in  America,  rose  to  be  a  major- 
general  in  the  Civil  War,  and  helped  his  friend  Abraham  Lincoln 
to  prepare  his  plans.  Der  Vail  Goujfe  (195  5)  is  a  first-class  Kriminal - 
roman .  Don  Pedro  und  der  Teufel  (1954)  is  a  lightly  written  romance 
of  a  Spanish  nobleman  who  flees  from  the  Inquisition  and  fights 
with  Pissarro  in  his  campaign  against  the  Incas* 

Their  experiences  in  World  War  II  have  been  used  by  quite  a 
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number  of  writers  bom  after  1900  for  work  of  sterling  merit, 
which  may  range  from  crass  realism  to  the  symbolic  waves-of- 
consciousness  novel  of  Herbert  Zand.  Wolfgang  borchert  (1921- 
47),  a  Hamburg  man,  had  a  short  life  of  intense  suffering;  he  was 
condemned  to  death  for  defeatism,  but  released;  in  1944  he  was 
jailed  in  Moabit.  He  wrote  a  play,  Draussen  vor  der  Tur  (1947); the 
leading  character  is  a  Heimkehrer  from  Siberia,  one  of  those  who 
return  home  to  find  no  home  -  ‘ Ihr  Zuhause  ist  draussen,  nachts  im 
TLegen,  auf  der  Strasse.  Das  ist  ihr  Deutschland ’.  There  is  the  same 
mood  of  hopelessness  in  his  short  stories:  Die  Hundeblume  (1948), 
An  diesem  Diensttag  (1948).  His  verse  was  published  in  Uaterne, 
Nacht  und  Sterne  (1946),  with  additions  in  his  collected  works.  Das 
Gesamtwerk  (1949). 

There  is  something  of  Borchert’ s  despairing  mood  in  the  work  of 
Heinrich  boll  (1917-  ).  Born  in  Cologne  he  served  as  an  infantry 
man  from  1938  to  1 945,  and  was  four  times  wounded.  He  made 
his  reputation  with  the  short  stories  of  Der  Zug  war punktlich  (1949); 
the  period  covers  three  days  and  nights  spent  by  men  on  leave 
from  the  front.  There  is  a  ghost-like  atmosphere  in  the  twenty-five 
ironic  Novellen  of  Wanderer,  hommstdu  nach  Spa  (1950);  it  is  a  grim 
picture  of  fevered  life  in  a  country  at  war  and  near  to  defeat  — 
soldiers  fighting  in  snow  and  ice  on  the  Eastern  front  and  snatch¬ 
ing  brief  hours  of  love  from  the  girls  they  meet,  darkened  stations 
with  trains  shunting  at  midnight,  and  then  the  aftermath  of  a  lost 
war.  His  first  novel  Wo  worst  du  Adam?  (1951)  covers  the  retreat 
from  Rumania  in  1943  and  ends  with  the  capitulation  of  Germany 
in  1945 ;  it  brands  the  sheer  idiocy  of  war.  The  scene  of  his  second 
nove  1  Und sagte  kein  einstpges  Wort  (1 9  5  3)  is  a  German  town  (Cologne 
is  indicated)  shattered  by  bombs,  and  the  period  is  that  directly 
following  the  reform  of  the  currency.  The  novel  probes  into  the 
conditions  of  post-war  life  and  shows  how  much  depends  on  the 
wife ;  there  is  no  Zuhause ;  husband  and  wife  have  to  five  m  a  single 
room.  The  husband  has  returned  from  the  front  with  disordered 
nerves;  he  takes  to  drink  and  lounges  in  Groschenautomaten.  By 
contrast  his  wife  endures  in  heroic  patience,  and  in  the  end  t  e 
husband  finds  his  way  back  to  her.  There  is  a  religious  base 
significant  in  the  post-war  Catholic  Rhineland,  t  e  css  cm  is  a 
faith  gives  restraint  and  courage  to  force  a  way  out  of  illness  an 
the  direst  poverty.  Haus  ohne  Hitter  (19 J4)  is  once  again  a  novel  ot 
family  life  under  strain  and  stress.  The  troubles  which  go  with  the 
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aftermath  nUvar  arc  seen  as  t hey  impress  themselves  on  the  minds 
ot  two  schoolboys  whose  fathers  were  killed  at  the  front.  Martin’s 
mother,  a  film  tan,  lives  bemused  In  the  make-believe  of  Holly¬ 
wood,  while  \  IeinriclPs  mother  depends  on  shifting  relationships 

with  men. 

Of  the  novelists  who  made  the  Second  World  War  their  main 
theme  none  reaches  the  heights  of  Hrnsf  [linger.  Of  the  influences 
discernible  /  'how  me  nrtdtv  of'  Garuns  and  Hemingway’s  novels 
stand  out ;  Krnst  J  unger’s  Strahlunyen  als< >  c< Hints.  The  first  ofthese 
novels  to  appear,  often  /  U  duGbnrrowaKe,  were  hv  writers  who  for 
the  most  part  laid  fought  as  privates  and  who,  to  begin  with  at 
least,  were  Communists  Theodor  Plievicr,  1  Ians  Werner  Richter, 
Walter  Kolbenholf  in  particular.  'I  he  representative  novel  of  this 
a \nklaye  literature  Plievier's  S  iatinyrad.  rui  odor  rukyier  (1892-  ), 
born  in  Berlin,  was  a  sailor  and  then  a  rancher  in  South  America. 
Prom  1914  to  1915  he  served  in  the  German  navy  and  was  one  of 
the  leaders  ot  the  sailors'  revolt  at  Wilhclmshaven.  In  1933  he  fled 
to  Russia,  and  in  World  W  ar  11  he  was  a  member  of  the  committee 
lar/es  Deutschland,  in  1945  lie  returned  to  Germany  with  the  Red 
Army.  He  had  made  his  reputation  with  Des  Kaisers  Kul/s  (1929), 
the  theme  of  which  is  a  revolt  of'  sailors  after  the  surrender  of  the 
German  fleet  at  Skagcrrak  and  in  which  he  gives  vent  to  his  per¬ 
sonal  resentment,  as  he  does  too  in  his  Per  Kaiser  ging,  die  Generale 
blkben  (1932).  Stalingrad  (1945)  was  written  in  Russia  during  the 
war;  it  was  finished  a  year  after  the  battle.  Since  his  conviction 
then  was  that  to  he  a  prisoner  of  the  Russians  was  to  he  saved  the 
main  tenor  of  the  book  is  shot  with  illusion.  Stalingrad  relates  the 
fate  of  an  army  and  is  made  up  of'  information  collected  on  the 
battlefield,  from  diaries  and  letters,  and  from  conversations  with 
prisoners  of  war.  It  gives  a  credible  description  of  the  actual  battle, 
but  in  intention  and  effect  it  is  a  symbol  of  the  destruction  of 
German  military  power.  In  form  it  is  a  series  of  pictures  with  the 
horror  of  happenings  so  heightened  as  to  produce  the  maximum 
effect  of  shock  on  the  reader’s  nerves.  The  language  is  sometimes 
ungrammatical  -  Kolportagesti!  is  not  an  unfair  term;  and  generally 
it  is  sensational  -  e.g.  Br/i/len  is  a  favourite  word.  For  the  critic 
the  problem  is  whether  it  is  a  novel  or  just:  journalese  reporting 
('Reportage7) ;  the  author  dubs  it  both  "novel’  and  "chronicle’.  If  it 
is  to  be  judged  by  construction  ( Aufhau )  and  form  it  is  hardly  a 
novel,  not  so  much  .so  as  Tolstoy’s  War  and  Peace .  It  is  the  raw 
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material  of  history  loosely  shaped  to  a  gigantic  symbol;  it  has 
been  classed  as  a  ‘monumental  morality’.  Tatsachenroman  hits  it  off 
best  perhaps.  The  dramatis  personae  are  types,  not  characters;  and 
therefore  there  is  no  psychology,  but  just  man  in  the  mass  and 
massed  effects  which,  as  such,  are  sensational.  The  colonel  of  an 
armoured  division  and  a  gravedigger  stand  out  from  the  rest.  The 
gospel  presented  is  that  the  individual  does  not  exist;  what  does 
exist  is  Massemenscb  (to  quote  the  title  of  Ernst  Toller’s  play),  the 
mass  made  up  of  men  who  count  only  as  counters  in  the  mass. 
There  is  the  same  mood  and  method  in  Plievier’s  following  fiction: 
Das  gefrorene  Her\  (1945)  lashes  out  at  the  madness  of  war;  lm 
letepten  Winkel  der  Erde  (1945)  exposes  the  exploitation  of  labour  in 
the  saltpetre  mines  of  Chile  and  brings  in  personal  experience  of 
Chile  and  its  coast  as  Plievier  had  done  in  his  earlier  novel  Zwolf 
Mann  und  ein  Kapitan  (1930)  and  as  he  does  in  Haifische  (1949)5  a 
sequel  to  lm  let^ten  Winkel  der  Erde.  Moskau  (1952)  is  on  the  grand 
scale  of  Stalingrad ,  but  falls  below  it;  even  the  language  has  lost 
brutality,  and  there  is  some  attempt  at  balancing,  for  both  sides  of 
the  front  come  into  the  picture.  Of  the  other  novels  which  de¬ 
nounce  the  war  Hinter  Gottes  Rucken  (1948)  by  bastian  muller 
(1912-  )  has  its  scene  of  action  in  Germany  and  the  occupied 
countries  in  the  period  1938-46;  the  author  began  as  a  goatherd 
and  described  his  early  struggle  in  Die  Eulen  (1939)-  hans  werner 
richter  (1908-  ),  the  son  of  a  fisherman  on  the  island  of  Usedom, 
had  a  hard  struggle  with  privation  in  youth;  notorious  for  anti- 
Nazi  speeches,  he  had  to  flee  to  Paris  in  1933,  but  was  driven  by 
hunger  to  return  to  Berlin  in  1934-  Forced  into  the  army  in  1940 
he  was  taken  prisoner  in  1 943  and  was  sent  to  a  camp  in  the  United 
States.  On  his  return  to  Germany  he  founded  Gruppe  47,  a  con¬ 
fraternity  of  writers  to  which  these  leftist  writers  belonged.  His 
novel  Die  Geschlagenen  (194 9)  begins  in  Italy;  its  highlight  is  the 
battle  of  Monte  Casino.  Walter  kolbenhoff  (1908-  ),  the  son  of 
a  labourer,  threw  up  his  job  as  a  factory  worker  when  he  was 
seventeen  and  tramped  Europe  as  a  street  singer  ;  afterwards  he 
was  a  journalist  in  Berlin,  fled  to  Denmark  in  1933,  was  pitched 
into  the  German  army  in  1942,  and  went  through  the  hells  of 
Sebastopol,  El  Alamein  and  Monte  Cassino;  in  1944  he  was  cap¬ 
tured  by  the  Americans,  and  while  a  prisoner  wrote  his  novel 

Eleisch  und  Hint  (1947);  his  theme  is  the  nuserF  °^.th°se  j,  hatf 
the  Nazis  and  are  forced  to  fight;  Heimkehr  m  die  Fremde  (1949) 
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lays  hare  the  conditions  in  post  -  war  ( iernuny  as  a  /  leiwkrhrer finds 
them  in  what  should  he  h<  >me  hut  is  an  alien  land,  rudolf  kramer- 
rauom  (1915'-  )  comes  into  tin.*  picture  with  his  novel  In  der grossen 
Dn/'f  (r 949),  a  wit  her  in  ply  sarcastic  picture  of  the  average  German 
who  takes  things  as  they  come  and  makes  the  best  of  them;  he  is 
given  a  commission  in  the  war  and  is  actually  decorated  with  the 
hy  the  huhrer  in  person.  He  had  begun  with  a  novel 
in  Kat  ka.  s  manner,  jaeous  Jo  hr  ( 1 94  3)  and  made  headway  with  his 
cynical  rogue's  tale  (Seheiwutrowar)  Mein  i :reund  I  liffo/yf,  the  hero 
oi  which  owes  his  Grecian  name  to  the  fact  that  his  father  was 
hall  seas  over  at  his  baptism  and  would  keep  saving  ‘I  lipp’  and 
addressing  those  present  as  ‘l hr  l  Jiff  ('\  ou  folks'). 

mmil  um ,/,nt',r  (190m  )  began  with  two  vetse  epics:  Die  Horner 
des  Po/ipbar  (1924)  and  bran  der  Peffautihr  (1928),  a  story  of  life 
in  Moscow.  His  first  novel  was  Marsehiereu  nicht  fraumn  (1931); 
this  describes  the  experiences  of  a  major  in  World  War  I.  His 
reputation  was  firmly  fixed  by  Ko/uwbus  ror  der  iMtidung  (1933), 
a  waves-of -consciousness  story  in  which  the  events  of  his  past  life 
pass  in  dreamlike  procession  through  the  mind  of  the  seafarer  in 
the  moments  before  he  lands  in  what  he  believes  to  be  India. 
Juanas  grosser  Seemann  (1956)  is  a  revised,  expanded  edition;  Juana 
is  a  playmate  of  his  childhood,  who  already  visioned  the  great 
seaman  to  be  in  the  hoy  Columbus.  To  Knglish  readers  Belzner’s 
Ich  bin  der  Konig  (1948),  with  its  motto  luaudituw  tie  fas ,  will  be 
problematical  and  to  some  repulsive:  the  ‘unheard  of  crime’  is  the 
beheading  by  Janies  II  ot  his  nephew  the  Duke  of  Monmouth. 
It  is  not  so  much  a  historical  novel  as  an  experiment  in  the  most 
recent  literary  phase,  Zirei/e  N  euro  wan  fik.  Its  relation  to  reality  as 
to  history  is  remote;  what  the  novelist;  drives  at  is  the  infamy  of 
governmental  tyranny  in  the  present  as  exemplified  by  events 
centuries  ago.  In  an  epilogue  Bel/ner  explains  that  the  work  was 
begun  at  the  beginning  of  World  War  1 1  with  the  object  of  fathom- 
ing  how  far  art  can  probe  into  the  inner  meaning  of  events  ig/ur 
Ergrmdmg  des  Spaersinns  der  Kims/ ),  and  it  was  continued  during 
the  dictatorship  at  a  time  when  the  sense  of  what  was  printed  had 
to  be  reached  by  positing  its  contrary.  But  there  arc  symbolic 
depths  in  the  novel,  and,  broadly  speaking,  the  meaning  would 
seem  to  be  that  royalty  or  absolute  power  in  any  sense  is  Puppen- 
spielerei.  But  the  contrary  of  a  puppet  king  is  the  producer  who 
keeps  things  going ;  here  this  king  by  character  is  Dudley  Flint, 
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a  farmer  of  gentry  class  who  comes  into  close  contact  with  both 
James  II  and  Monmouth.  His  estate  is  by  name  Jewel;  and  the 
assumption  may  be  that  with  his  sterling  qualities  he  represents 
‘this  precious  stone  set  in  the  silver  sea  ,  this  England’.  A  king 
must  have  his  queen;  and  there  is  a  wealth  of  poetry  dreamt  into 
the  depiction  of  Jane,  whom  Flint,  after  an  incredible  opening 
with  a  display  of  Fensterln  in  the  Bavarian  style,  marries  with  yet 
more  ancient  English  ceremonial,  which  is  entertaining  because 
it  is  on  the  face  of  it  apocryphal.  But  woman  is  congenitally  prone 
to  give  way  physically  to  the  gilt  and  glamour  of  royalty;  Jane 
remains  faithful,  but  there  is  throughout  the  thrill  of  the  sensation 
that  no  woman,  however  devoted  to  her  husband  she  may  be,  can 
refuse  a  king.  In  the  later  stages  of  the  novel  the  Mermaid  Tavern 
fills  the  scene;  it  is  the  favourite  haunt  of  James  II,  a  brothel  to 
which  he  brings  Monmouth  when  the  rebellion  has  failed.  From 
a  window  Tower  Hill  is  seen;  and  Kneller,  who  has  his  abode  in 
the  tavern,  is  ordered  to  paint  for  the  delectation  of  the  king  a 
portrait  of  Monmouth  after  the  severed  head  has  been  stitched  on 
to  the  trunk.  Here,  too,  Daniel  Defoe  functions  dangerously  as 
court  fool,  and  represents  an  intrusion  of  sound  sense  and  poetic 
pathos  into  the  filth  and  folly  of  the  closing  scenes.  In  the  epilogue 
there  is  a  reference  to  the  present  Earl  of  Dalkeith  as  the  direct 
descendant  of  Monmouth,  with  the  assumption  that  he  narrowly 
missed  the  royal  rights  to  which  Monmouth  was  legitimately  en¬ 
titled.  There  is  still  more  of  a  welter  of  allegory  in  Belzner’s  last 
novel  Der  Safranfresser  (1953);  the  background  is  the  earthquake 


of  Messina  in  December  1908.  .  , 

Hermann  Hesse’s  utopistic  Glasperlenspiel,  Josef  Wmcklers  Der 
chiliastische  Filger^ug,  Alfons  Paquet’s  Die  Frophergdungen,  and  Franz 
Werfel’s  Stern  der  Ungeborenen  are  followed  by  Ernst  Jiinger  s  Helio¬ 
polis,  the  archtype  of  a  series  of  novels  which  have  for  their  pur¬ 
pose  to  interpret  in  symbol  the  events  of  our  own  time;  they  show 
as  logically  possible  the  existence  of  States  which  are  the  direct 
contrary  of  what  we  have  experienced  in  the  outcome  of  Wilhel- 
minismus  and  the  nightmare  of  Nazism.  If  instead  of  such  an  ideal 
State  they  give,  still  in  symbol,  a  close  depiction  of  wha  we 
experienced  (as  Stefan  Andres  does  in  Die  Smtfluf)  we  may  ca 
them  Utopias  reversed.  The  Utopia  proper  genera  7° 
normal  pattern  of  the  genre  by  projecting  its  period  into  the  far 
future  (Zukunfts-  und  Staatsroman)  while  the  Utopia  reversed,  in 
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evitablv  more  or  less  a  rowan  a  clefs ,  keeps  to  the  recent  past.  In  so 
far  as  these  Wellsian  tales  of  times  to  he  build  up  their  systems  on 
the  marvels  of  technical  science  their  immediate  progenitors  are 
Bernhard  Kellcrmann’s  Der  7 'wind  and  Dublin's  Herne,  Meere  und 
Gfanten,  though  ultimately  they  derive  from  the  British,  French 
and  American  Utopias  William  Morris's  News  from  Nowhere , 
Blat ch ford’s  Mem  lizndand,  Bellamy’s  Looking  Backwards ;  in  par¬ 
ticular  the  influence  of  C  ieorge  <  Swell's  19X4  and  of  Aldous  Hux¬ 
leys  Brave  New  Wdr/d  cannot  he  missed.  And  of  course  some  of 
them  are  likely  to  he  rooted  on  the  solid  ground  of  Oswald 
Spengler’s  Der  l  nter^a/ni  des  11  estens. 

'Hie  Rhinelander  stklan  andres  (1906-  ),  horn  near  Treves  as 
the  son  of  a  miller,  was  destined  for  the  priesthood,  hut  deserted 
his  convent  school  to  study  C rermat/ts / /X.  at  the  un iv eislties  and 
then  turned  to  literature.  I  le  travelled  ext c nsi\  cl\ ,  and  from  1 937 
to  1949  lived  in  Italy.  His  love  of  southern  climes  plays  a  great 
part  in  certain  ot  his  novels*.  Greece  is  the  scene  of  IN/  Mann  vo/i 
Asteri  (1940)  and  ot  his  short  story  Das  Ctrah  des  Neides  (1940), 
Italy  that  of  Der  "efrarene  Dionysos  (1941 ;  rechristened  Die  Liebes - 
schankel  in  the  195 1  edition),  of  Ritter  der  Gerechf  tithe  it  (1948)  and 
of  Das  tc/ldene  Git  ter  (195  0*  fhit  the  continuous!}  rccuning  theme 
of  his  best  work  is  that  ot  the  conflict  between  devotional  con¬ 
templation  and  the  call  to  the  rough  and  tumble  of  life  outside 
the  cloister.  We  have  it  in  his  first  novel  Brnder  ,L//^r  (1932), 
which  is  clearly  autobiographical;  it  is  the  tale  ot  a  novice  in  a 
Capuchin  monastery  who  is  lured  away  by  the  wiles  of  the  world. 
In  Der  K/iahe  im  Bnmnen  (1953)  we  have  the  same  story  as  auto¬ 
biography;  it  is  one  more  I  line  Kindheit  in  the  wake  of  Carossa; 
the  boy  Steff  dreams  himself  into  a  world  in  which  he  cannot 
reconcile  the  loving  Creator  with  the  angry  God  of  the  Old  Testa¬ 
ment.  Other  novels  are  lintwickhtntsroma/ie  with  heroes  of  peasant 
stock  who  make  their  way  by  study :  I  iberhard  im  Konlrapunkt 
(1934),  Die  unsichtbare  Matter  (1934).  Ihe  authors  dominating 
theme  shapes  itself  in  Hi  Greco  malt  den  Grossinquisitor  (1936),  in 
which  we  have  the  contrast  of  an  inquiring  and  independent  mind 
with  rigid  orthodoxy,  and  is  climaxed  in  ll  ir  sind  Utopia  (1942)* 
The  scene  of  the  latter  is  in  Spain  in  a  Carmelite  monastery  which 
is  now  used  during  the  Civil  War  as  a  prison  for  captured  soldiers. 
One  of  them  is  a  renegade  monk  who  by  a  miracle  of  chance  finds 
himself  lodged  in  the  very  cell  which  had  been  his  twenty  years 
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before.  As  he  lies  on  his  plank  bed  he  is  hallucinated  by  the  old 
familiar  rust  stains  on  the  ceiling,  and  as  he  gazes  at  them  he 
remembers  that  during  his  period  of  indoctrination  he  had  fancied 
they  mapped  an  island  in  a  far-away  southron  sea ;  here  was  Utopia ; 
in  their  separate  regions  Christians  and  pagans  lived  in  harmony; 
for  each  religion  was  as  good  as  the  other.  The  pagans  had  their 
Temple  of  Dionysos  and  they  still  celebrated  the  mysteries  of 
Demeter.  The  difference  between  them  was  that  for  the  pagans 
nature  was  enwrapped  in  the  Divine  and  therefore  sinless,  with 
the  Divine  accessible  to  the  senses  and  with  no  need  to  be  made 
perceptible  by  dogmatic  formulas.  What  he  tries  to  formulate  by 
a  process  of  logical  reasoning  is  a  synthesis  of  paganism  and 
Christianity;  in  essence  his  musings  lead  him  to  the  doctrine  of 
Schiller’s  poem  Die  Goiter  Griechenlands.  The  youth  confesses  his 
journeys  to  Utopia  to  his  professor  of  dogmatics,  who  tells  him 
that  no  one  has  ever  yet  been  able  to  create  a  Utopia  on  earth, 
not  even  He.  The  upshot  is  that  Paco  leaves  the  cloister  and  as  a 
sailor  and  now  a  soldier  has  his  full  experience  of  life  down  to  its 
dregs.  And  now  in  his  cell  he  has  a  conversation  with  the  lieu¬ 
tenant  who  is  in  command  of  the  prisoners;  this  grubby  soldier, 
it  turns  out,  has  murdered  monks  and  raped  nuns,  and  now  he  is 
in  terror  of  dying  unconfessed;  and  when  he  finds  that  this  par¬ 
ticular  prisoner  was  once  a  monk  he  asks  him  to  hear  his  con¬ 
fession.  There  are  now  dramatic  possibilities ;  Paco  with  his  know¬ 
ledge  of  the  monastery  and  its  rust-frayed  window-bars  could 
escape;  and,  since  he  has  managed  to  hide  a  knife  m  his  pocket, 
he  could  ease  escape  for  himself  and  his  twenty  fellow-  prisoners  it, 
to  begin  with,  he  murders  the  man  he  is  confessing;  but  the 
Christian  teaching  of  his  youth  lays  hold  of  him,  and  when  he 
knows  that  the  lieutenant  has  been  ordered  to  murder  the  prison- 
ers  to  ease  retreat  before  the  advancing  enemy  he  pre  ers  to  e 
machine-gunned  with  the  others.  The  dramatic  tension  is  well 
contrived  and  held,  but  what  gives  the  book  its  value  is  its  fran 
and  clear  discussion  of  Catholic  dogma  and  of  the  implications  o 
the  ceremony  of  confession;  ‘God  loves  the  world,  his  P^ss 
of  dogmatics  had  taught  him,  ‘because  it 

Gottes  Utopia,  aber  ernes  im  Werden’.  It  is  verified  Cathohc  dogma 
this  indoctrinated  ex-monk  tells  his  penitent,  that:  DieBeubte  tst 

wie  jedes  S akr ament  ein  opus  operatum  tmd  hdngt  me  vom 

Sprechenden  abd  The  trilogy  Die  Sintflut  is  reckoned  with  the  great 
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achievements  of  fiction  in  recent  years.  In  the  first  of  the  three 
novels,  Das  Tier  aus  der  Tiefe  (1949),  we  have  again  a  renegade 
priest  who  gives  up  his  clerical  vocation  for  political  agitation  and 
rises  to  be  a  dictator.  The  second  novel.  Die  Arche  (1951),  covers 
the  period  from  the  dictator’s  accession  to  the  outbreak  of  a  Great 
War.  The  book  describes  the  experiences  of  misguided  and  wicked 
individuals  whose  aim  is  to  create  a  model  type  of  man  in  a  State 
that  shapes  them  closely  to  fit  its  devices.  The  trilogy  is  completed 
by  Der  Regenbogen  (1952).  The  Flood  is  that  which  has  swept  our 
own  time  and  the  Arc  and  the  Rainbow  have  the  same  political 
significance.  What  the  trilogy  amounts  to  is  an  ambitious  attempt 
to  show  the  Hitlerian  State  in  genesis  and  being.  Since  it  depicts 
a  State  logically  planned  and  ideologically  welded  together  we 
may  range  it  with  the  spate  of  Utopias  of  the  period,  but  it  has  a 
contrast  value  as  a  Utopia  reversed. 

WALTER  JENS  (1923-  ),  a  Hamburg  man,  began  with  a  pacifist 
Novelle,  Das  weisse  Taschentuch  (1948) ;  a  student  called  up  for  mili¬ 
tary  service  notices  that  only  dark  coloured  handkerchiefs  are 
permitted,  because  white  ones  might  serve  for  deserting  to  the 
enemy.  His  novel  Nein  -  Die  Welt  der  Angeklagten  (1950)  is  a 
political  utopia  reversed;  it  gives  a  horrific  picture  of  a  Terror- 
diktaiur,  in  which  personality  is  annihilated  and  all  are  merged  in 
the  egalitarianism  of  the  brutalized  masses,  so  that  no  Menschen 
remain  alive  except  those  who  are  accused,  those  who  bear  witness 
against  them,  and  their  judges.  And  therefore  all  the  automatic 
functions  of  what  remains  of  life  converge  round  the  central  terror, 
the  Palace  of  Justice.  The  hero  accuses  the  woman  he  loves  and 
for  that  is  raised  to  the  rank  of  witness ;  after  this  he  qualifies  for 
the  highest  rank  of  all,  that  of  a  judge;  he  declines  the  honour, 
and  is  shot.  In  this  Zukunfts-  und  Staatsroman  there  would  appear 
to  be  some  influence  of  George  Orwell’s  1984,  to  which,  more¬ 
over,  Ernst  Jiinger  in  Heliopolis  refers  as  one  of  the  grauenhafte 
Utopien.  The  hero  of  the  short  story  Der  Blinde  (1951),  a  teacher 
who  has  fallen  ill  and  been  stricken  with  blindness,  is  a  symbol  of 
the  individual  whelmed  by  the  horrors  of  darkness.  The  novel 
Vergessene  Gesichter  (1952)  was  followed  by  Der  Mann,  der  nicbt  alt 
werden  wollte  (1955),  a  disturbingly  academic  novel:  a  university 
professor  makes  it  his  task  to  lay  bare  the  development  of  an  old 
student  of  his  who  at  twenty-six  committed  suicide  in  Paris,  leaving 
the  fragment  of  a  novel  which  the  professor  classes  as  a  master- 
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niece  There  are  the  inevitable  professorial  analyses,  with  extracts 
from' the  dead  writer’s  work  which  tempt  the  reader  to  criticize 

^Onfturns  almost  with  relief  from  the  symbolical  Terrordikta- 
turen  of  Stefan  Andres  and  Walter  Jens  to  the  raw  reality  of  it  all 
as  history  records  it  in  the  work  of  ernst  von  Salomon  (1902-  ). 
He  made  an  international  reputation  by  his  Fragebogen,  the  geneses 
of  which  are  his  answers  to  the  denazification  questionnaire  ot  the 
Americans  who  had  arrested  and  interned  him.  His  reputation  and 
the  books  he  had  written  gave  them  good  cause  for  this.  He  had 
been  imprisoned  for  six  years  for  his  complicity  in  the  murder  o 
Rathenau  in  1922.  He  tells  the  story  of  this  and  of  fighting  in  the 
Baltic  provinces  in  his  novel  Die  Gedchteten  (195°)-  His  nove  1 
Stadt  (1932)  had  already  been  autobiographical,  as  was  also  Die 
Kadetten  (1933),  which  describes  his  life  as  a  Prussian  cadet  between 
xoi3  and  1 91 9;  these  two  books  are  valuable  sources  of  information 
for  our  knowledge  of  life  in  Germany  between  the  wars.  But  sti 
more  valuable  are  his  Bode  in  Frankreich  (1950)  in  which  he  seduces 
and  brutally  abandons  a  Basque  girl;  this  episode  ls  “c°rP°“te 
in  the  full  autobiography,  Der  Fragenbogsn  (1951),  which  answers 
the  American  questionnaire  seriatim  with  contempt  and  ironical 
cynicism;  here  von  Salomon  records  his  activities  secret  and  open 
and  throws  light  on  the  rise  and  ruin  of  Nazism.  The  upshot  is 
that  the  author,  who  began  as  a  typical  Prussian  ensign,  was  in 
fatal  years  a  Nazi,  either  by  the  force  of  circumstance  or  by  con- 

V1Itwill  surprise  many  to  find  that  bernhard  vonb* 
(1901-  ),  a  member  of  the  famous  Catholic  dynasty  which  sprrngs 
from  Clemens  Brentano,  writes  his  antt-Catholic  litera  u 
the  extreme  left  (Kapitalismus  mdsch'one  Fiteratur,  1 9 3 ‘  ^ 

exact  contrary  of  Ernst  von  Salomon  m  that  he  has  Japped  him 

^6irys 

revolutionary  committee  of  his  provincial  government  Th 

lowing  novel,  Frangjska  Scheler  (1945X  a  s„  ,  yg  Richter 
Chindler’s  son  figuring  as  a  famous  author.  z 
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nrycil  lint's.  Brtmant i  is units  .,1 - d^S*??** 

l^rkhirtt  and  str,^  , 

■n  pattitnlan  esttll,™ 

Mnrikt',  S,dan  ( .ran,  Rill,,-.  a„,H  Its  ,ry  I  id  „,.  Thd  is  S 
imagmamr  murpritan,  ,„  i„  I,;,  .  i,:;,„,,  lr.;k//)l  } ,  “ 

JfjT/i  ,  m  "7W  <mm»  ¥-  0,2!  J 

l.atnUlmmn  (um)  attempts  hist,  .ry  and  centres  round  the  rela 

r  - 5iint‘KcIn;ann' tIu* ( oi-Frcderickl 
literature  tuKi  h  i  7  '  “"‘I  S-'  1^-t iemi  1.  portrayed  while 

Leibniz  oMipp  tome  m  with  ( .hristian  Thomasius  and 

,.s7,7  )Urry  llUrin'"  ‘hc  '  ['tlcr  Peri,,d  T‘>te  a  number 

thi-tm  /  Krrvcs  m  ,hc  !’ni,cd  Stau's  and  ^uhiished  ^ 

nm  m\vv  •  7  CVcn,uaI!-v  ^™d  to  the  homeland,  but 

bemin  wit],  ,£7  (l?°r  ').St't!Iai  thcrc  untl  was  naturalized.  He 
h‘  h  the  no\el  Josef  such/  die  Ireihef/  ("1927)  and  the  sequel 

*■*<**  <»  m.  >« 

„H  id  ,  T*  «■“  lana,i‘al  'W«r  fur  morality  In  the  good 
h“  g „ , ”1  %  T”™1’-1?  ,nuh  "hidl  K™  him  a  pi L  k 
whathiha  ’  n  r  7  f  ,)rr  Sc,Mr/"l‘"'  ('»*)  »  the  type  of 

first-fruits' nf  1  ^  7  °f  7  7>ks  ,n  hc  writ,cn  in  America.  The 

Ferdinand  und  Fahef/aTur  n°7  ’Tt’-  <>f  Span'sh  hist°ry  were 
America  an 4  r  t  /  7  ’  ^  hrcli  brings  m  the  discovery  of 

S  nd  7  ^-FouK  (1950;  firs,  published  i937  as  /W/T; 

inevitably  7^  that  lust  for  ^limited  power  which 

S  is  !o  shot  ^PIt,llCSS  tyrann>'-  But  thc  nearer  purpose  of  the 

Wilhelminismus  andHwSsm and fl  Span‘Sh  Staatsabso{uthmus  with 
of  both  TsTcot/an  u  n.sm  and  the  ut  ter  contempt  f  or  humanity 

comet  lirfitt  sB°WS  to<>  *«  the  stirrings  of  revolt  are  likely  to 

with  his  son  DonTt^  y?UtB;  thus  Philip  comes  into  conflict 

and  fiction  is  one  f*  °S’  wBom  ke  bates.  This  blend  of  history 

epoch  of  Soanisb  V  &  Sencs  of  w°rks  which  go  to  the  great 

this  power  craz^  i  $  i7  *' j  make  <dcar  bow  fatal  to  ruler  and  ruled 

together  with  Urn  die  7°  /°  t  ^P'  496'7)-  These  two  novels 
b  cr  with  Urn  die  Krone  (i9j2)  make  up  a  Spanish  trilogy.  The 
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Spanish  scene  shifts  in  Die  Kinder  von  Guernica  (1939)  to  the  Basque 
country  at  the  time  of  the  Civil  War.  The  political  satire  Die 
Zwi Hinge  von  Nurnberg  (1946)  serves  for  bringing  out  the  light  and 
the  dark  sides  of  life  in  the  thirties.  Die  fremden  Gdtter  (1949) 
switches  the  study  of  tyrannical  power  from  State  to  family,  and 
here  too  youth  rebels.  A  Jewish  emigre  in  Nice,  a  merchant  from 
Frankfurt,  is  sent  by  the  Nazis  to  a  concentration  camp  in  France, 
while  his  two  daughters  are  brought  up  as  Catholics  in  an  Italian 
convent;  the  elder  daughter  is  cast  off  by  her  father  because  she 
refuses  to  return  to  the  Jewish  faith,  but  -  amor  vincit  omnia  -  she 
falls  in  love  with  a  freethinking  Jew  and  listens  to  reason.  The 
theme  gives  Kesten  full  scope  for  the  qualities  that  mark  him  as 
a  writer  -  he  is  satirical,  cynical,  cold-blooded,  witty;  his  romans 
a  these  are  stripped  of  sentiment;  all  his  effort  is,  not  to  move  the 
reader’s  feelings,  but  to  show  how  wickedness  callously  twists  the 
truth.  But  the  main  result  is  a  display  of  verbal  pyrotechnics, 
brilliant,  but  in  the  long  run  so  much  of  the  same  sort  that  there 
is  a  risk  of  monotony.  Copernicus  und  seine  Welt  (1948)  is  a  bio¬ 
graphy  which  takes  into  its  scope  the  other  protagonists  of  truth 
-  Savonarola,  Luther,  Giordano  Bruno,  Kepler,  Newton  -  and 
lashes  out  at  those  in  the  opposite  camp  -  the  Church,  the  Inquisi¬ 
tion,  superstition.  Casanova  (1952)  is  also  biographical. 

Another  refugee,  Annette  kolb  (i  875-  ),  went  to  Paris  in  193  3, 
where  she  was  congenitally  at  home;  indeed  she  returned  to  live 
there  after  her  return  from  New  York,  where  she  found  asylum 
while  the  Germans  were  in  France.  This  was  natural,  for  she  is 
bilingual  and  her  culture  is  half  French;  she  is  the  daughter  of  a 
French  piano  virtuosa  and  a  Munich  architect  in  the  royal  service. 
Heredity  and  upbringing  are  the  deciding  factors  in  her  work  with 
its  fine  distinction  and  gentle  irony.  Herself  of  royal  descent,  she 
moved  in  the  circles  of  the  high  aristocracy  which  she  so  easefully 
describes,  not  only  of  Munich  -  in  her  autobiographically  tinged 
novel  Konig  Ludmg  der  Zweite  und  Richard  Wagner  (1947)?  with 
picture  of  the  great  composer  sinking  into  loneliness  with  his 
coldly  calculating  wife  Cosima  to  face  -  but  also  of  London,  where 
the  heroine  of  her  first  novel  Das  "Exemplar  (1913X  whose  heart  to 
all  appearances  is  closed  to  love,  goes  to  find  the  man,  now  mar¬ 
ried,  whom  she  once  loved.  Rilke  was  fascinated  by  the  story,  an 
Thomas  Mann’s  valuation  of  the  authoress  emerges  from  the  fact 
that  she  is  known  to  be  the  Jeannette  Schierl  of  his  DoktorFaustus. 
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Her  second  novel  Daphne  Herbs/  (1928)  moves  with  nostalgic  re¬ 
gret  in  a  dying  world,  the  Court  circles  of  the  Munich  of  1914, 
while  in  Die  Schaukel  (1934)  we  have  the  Munich  of  her  youth. 

In  her  monographs  Mozart  (193  5)  and  Fratrp  Schubert  (1941)  there 
is  the  same  intimate  infusion  of  her  own  feelings  and  experience 
that  we  have  in  her  novel  of  King  Ludwig  and  Wagner.  Her  in¬ 
born  love  of  France  balanced  by  devotion  to  Germany  informs  her 
essays:  Sieben  Studien  (IS dm  aux  deux patries ;  1906),  Wege  und  Um- 
mge  (1914)  and  her  Drei^ehn  Briefe  einer  Deutsch-Vratvsjosin  (1917), 
in  which  she  avows  her  detestation  of  both  Pan-Germanism  and 
Pan-Romanism. 

HANS  LEIP  (1893-  )  is  a  prolific  and  popular  writer.  The  son  of 
a  Hamburg  docker,  he  deserted  teaching  for  literature.  In  the 
Hitler  period  he  was  suspect,  but  escaped  because,  as  a  soldier  in 
Berlin  in  1915,  he  had  written  \Jli  Market/,  an  internationally 
known  soldiers’  marching  song;  even  the  British  took  it  over. 
The  title  of  his  first  novel,  Der  Vjuhl  (1925),  stands  for  the  inflation 
slump  in  Hamburg.  Hans  Leip  has  that  seaman’s  longing  for  far 
seas  and  shores  which  through  the  ages  has  fired  the  men  of  the 
Hanse  towns  to  adventure  and  peril,  and  he  has  their  love  too  of 
the  Wasserkante  at  home.  Thus  it  is  natural  that  the  major  part  of 
his  fiction  should  be  centred  in  Hamburg  or  radiate  from  the  port, 
with  tales  of  Hanse  pirates  (Codekes  Knecht ,  1925)  relieved  by  idylls 
of  the  home  front  (Jan  I  litup  und  die  kkine  Brise,  1933)  excur¬ 
sions  into  rollicking  humour  (I  ler^  itn  Wind ,  1934).  Outstanding 
in  the  motley  mass  of  his  work  is  his  historical  novel  Das  Muschel- 
hom  (1940),  which  records  four  generations  of  a  Hamburg  family  of 
Frisian  extraction.  It  ends  with  the  initial  stages  of  the  Reforma¬ 
tion,  which  is  foreshadowed  as  likely  to  reform  the  evils  of  the  time, 
social  as  well  as  religious  superstition,  the  despotism  of  secular 
as  well  as  of  spiritual  overlords.  End  of  the  war  stories  are  ’Em 
neues  Leben  (1946),  in  which  Hamburg  is  pelted  with  bombs,  and 
Abschied  in  Tries t  (1949) ;  a  tale  of  just  after  the  war  is  Drachenkalb, 
singe  (1949),  in  which  the  author  embodies  memories  of  his  years 
as  a  Hamburg  choir-boy  (. Drachenkalb )  at  St.  George’s  Church;  a 
choir-boy  makes  up  his  mind  to  be  a  sailor,  but,  helped  by  the 
girl  he  loves,  turns  musician.  As  a  poet  Hans  Leip  is  at  his  best  in 
his  breezy  seaman’s  songs  (Die  Hafenorgel,  1948;  Das  Schiff 
Paradeis,  1938;  Die  Laterne,  1942).  His  song  Uli  Marleen  was  the 
core  of  two  English  films. 
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anna  seghers  (1900-  )  is  the  chief  exponent  of  the  new  socialist 
realism  in  the  novel  as  Bert  Brecht  is  in  the  drama.  She  fled  from 
the  Nazis,  who  banned  and  burned  her  works,  to  Paris,  resided 
in  Madrid  during  the  Spanish  Civil  War,  and  in  1941  emigrated 
to  Mexico.  In  1947  she  returned  to  Berlin.  For  the  rest  of  her  life 
she  has  been  a  link  between  East  Germany  and  the  Soviet.  She 
made  her  reputation  with  her  novel  Der  Aufstand  der  'Fischer  von 
St.  Barbara  (1928) ;  it  has  marked  originality  of  style  and  handling, 
but  the  depiction  of  the  life  of  a  small  fishing  port  in  Brittany  is 
rather  romancified  than  realistic;  the  village  whore,  for  instance, 
plies  her  trade  with  too  much  femininity  to  be  physically  possible. 
In  her  later  work  she  develops  a  hard  masculinity  which  ruthlessly 
eliminates  all  traces  of  warmth  of  feeling.  Her  total  task  is  a  coldly 
critical  examination  of  the  rise  and  fall  of  Fascism.  Die  Gefahrten 
(1932)  describes  the  experiences  of  Communist  emigrants  after 
World  War  I.  In  Der  Kopflohn  (1935)  the  life  of  a  village  in  the 
summer  of  1932  is  plastically  described,  and  the  climax  of  the 
action  is  the  mishandling  of  the  hero  by  SA  ruffians.  In  Weg  durch 
den  Febrrnr  (193  5)  we  have  the  rebellion  of  the  workers  in  Vienna 
against  the  Dollfuss  government.  In  Die  Kettrng  (1937)  there  is  a 
close  depiction  of  the  years  1929  to  1933,  just  before  the  accession 
to  power  of  Hitler.  It  begins  with  a  harrowing  account  of  the 
entombment  of  a  gfoup  of  miners  for  eight  days  in  a  deep  shaft; 
one  of  them,  the  good  Catholic  Bentsch,  sustains  the  others  by 
his  example  till  they  are  rescued  and  is  then  acclaimed  as  a  hero. 
But  there  is  a  second  Rettung  which  is  the  real  theme  of  the  novel: 
the  miners  are  still  entombed  -  they  have  escaped  from  peril  to 
limb  and  life  to  be  sucked  into  the  long-drawn-out  starvation  of 
body  and  mind  in  the  slump.  The  details  are  inexorably  charted  - 
the  queueing  up,  the  marking  of  the  day’s  ration  on  the  loaf.  The 
seven  miners  sink  into  the  dumps  of  apathy;  but  there  is  a  spokes¬ 
man  who  rouses  them  to  rebel,  and  the  message  to  the  masses  is 
pressed  home  when  Bentsch  leaves  them  to  form  a  cell  of  resis¬ 
tance  against  the  Nazis.  The  MS.  of  Das  siebte  Kreu%  (1941))  written 
in  exile  in  Russia,  was  saved  from  the  Gestapo  by  a  French  teacher. 
The  novel  had  a  phenomenal  success  in  America,  where  it  was 
filmed.  The  nominal  hero,  Georg,  is  one  of  seven  prisoners  in  the 
concentration  camp  at  Westhofen  in  the  Mainz  district.  He  es¬ 
capes,  and  his  sufferings  in  his  struggle  to  reach  safety  are  des¬ 
cribed;  finally  he  is  helped  by  friends  and  anti-Nazis  to  get  away 
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by  ship.  What  is  new  in  the  novel  is  that  there  is  no  concession  to 
sentiment;  what  has  happened  to  the  other  six  internees,  who  did 
not  escape,  is  episodically  described  and  serves  as  a  foil  to  the 
central  figure,  who  gets  away,  not  because  he  is  the  hero  of  the 
tale  but  because  he  is  the  type  of  the  tough  average  man  who 
stands  up  to  the  buffeting  of  fate;  he  is  not  clearly  defined  as  an 
exceptional  individual,  but  is  automatically  impelled  by  the  urge 
to  save  his  skin,  whereas  the  other  six  have  the  tragic  weaknesses 
that  lead  to  failure,  while  the  subsidiary  characters  whom  Georg 
meets  as  a  fugitive  -  working  men  and  middle  class  people,  the 
representatives  of  the  resistance  movement  -  come  into  the  picture 
one  by  one  as  the  die-hards  ready  to  risk  all  to  help  a  comrade  on 
the  run  One  may  say  that  the  collective  hero  of  the  book  is  the 
average  man  in  his  relationship  to  the  Nazi  creed  before  the  war; 
the  groups  of  characters  coalesce  to  one  firmly  limned  total  type. 
Transit  (1948)  again  describes  the  sufferings  of  people  fleeing,  in 
the  years  1 940  to  1 941 ,  from  the  Nazi  terror.  The  harrowing  story, 
a  prose  epic  of  hopelessness,  is  told  with  cold  precision;  it  is  in 
some  sort  one  of  Kafka’s  nightmares  lived  through  m  relentless 
daylight.  In  Marseilles,  at  a  time  when  North  France  but  not  yet 
the  South  was  occupied,  a  band  of  terrorized  fugitives  are  waiting 
with  flickering  gleams  of  hope  for  their  transit  visas ;  they  are  sent 
away  from  shipping  offices  and  consulates,  and  only  a  chance 
accident  can  open  the  way  out.  The  narrator,  Seidler,  does  actually 
get  his  visa,  but  only  because  he  is  supposed  to  be  using  a  cover- 
name  for  the  famous  author  Weidel.  But  Weidel,  as  Seidler  knows, 
had  committed  suicide  in  Paris  when  the  Nazis  marched  in.  He 
falls  in  love  with  Weidel’s  wife,  who  haunts  the  cafes  in  search  of 
her  husband,  although  in  the  meantime  she  has  escaped  with  a, 
doctor  whose  mistress  she  now  is.  Seidler,  realizing  that  she  still 
loves  the  husband  she  had,  lets  his  documents  pass  their  due  date. 
And  by  doing  so  he  saves  his  life,  for  the  ship  in  which  Marie  and 
the  doctor  sail,  and  for  which  he  too  had  a  ticket,  is  wrecked.  He 
himself  finds  refuge  with  French  friends  as  a  labourer  on  their 
farm.  Die  Toten  bleiben  jung  (1949)  -  outwardly  a  Zeitroman  but  once 
more  a  species  of  prose  epic  -  covers  the  period  from  the  revolu¬ 
tion  at  the  end  of  World  War  I  to  the  collapse  of  Germany  at  the 
end  of  the  second.  All  the  political  movements  take  their  turn, 
with  Rosa  Luxemburg  and  Liebknecht,  with  Borsenkrache,  inflation, 
the  slump,  and  with  Hitlerism  to  cap  all.  All  classes  of  society  play 
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their  part,  from  Wilhelminean  officers  to  the  great  industrialists 
who  throw  in  their  lot  with  Hitler  to  the  working  men  of  Berlin 
with  their  families.  There  is  no  thrusting  forward  of  the  author’s 
convictions;  the  narration  is  all  plain  statement;  the  facts  speak; 
the  indictment  lies  beneath  the  lines.  Drastically  realistic  as  these 
novels  seem  if  the  bare  lines  of  the  narration  are  followed,  they 
are  really  deliberately  unrealistic;  they  belong  to  existentialism 
because  they  render  a  tragic-heroic  view  of  life  based  on  insight 
into  what  is  commonly  conceived  as  ‘reality’.  That  is,  they  are 
transrealistic;  not  the  story  moves  us,  but  the  sense  of  the  story, 
the  grip  of  the  horror  that  life  is  as  it  is  lived  under  the  oppression 
of  dictators.  The  Marxist-Leninist  faith  of  Anna  Seghers  is  still 
evidenced  in  her  Novellen,  with  minutiae  selected,  sifted,  and 
historically  verified;  in  her  Hoch^eit  von  Haiti  (1949)5  instance, 
we  see  how  the  French  revolution  stirs  the  negro  slaves  in  the 
French  colonies,  while  the  three  short  tales  of  Die  Linie  (1950)  - 
dedicated  to  Stalin  -  show  the  workings  of  the  Communist  doc¬ 
trine  in  China,  France,  and  the  Soviet  Union. 

If  one  is  to  be  critically  fair  it  would  be  impossible  to  say  that 
the  fanatical  fighter  in  the  opposite  camp  is  more  convincing  than 
Anna  Seghers.  reinhold  Schneider  (1903-1958),  son  of  a  Pro¬ 
testant  father  and  a  Catholic  mother  but  brought  up  as  a  Catholic, 
is  not  a  religious  propagandist,  he  is  rather  a  voice  calling  all  the 
peoples  to  repentance,  an  apostle  of  the  universal  brotherhood  of 
men  as  decreed  by  God.  In  Verhullter  Tag.  Lebensbencbt (1956)  he 
has  stretched  the  story  of  his  life  from  his  boyhood  at  Baden- 
Baden.  The  university  was  banned  to  him,  but  m  his  daily  n  e  in 
the  bus  to  his  business  job  he  read  voraciously,  Spanish  classical 
dramas  by  preference.  From  Schopenhauer  he  passed  to  Nietzsche, 
but  the  course  of  his  life  and  thinking  was  changed,  he  says  by 
Unamuno,  that  ‘tragic  existentialist’  whose  philosophy  had  been 
changed  by  Kierkegaard  and  the  Spanish  mystics.  An  essaju  of 
Unamuno  on  Coimbra  directed  his  attention  to 
Portuguese,  spent  some  time  in  the  country  and  wrote  his  books 
Portugal.  Bn  Reisetagebucb  (1 9  3 1)  _  and  Das  Leiden  des 

LntergangundVolkndmg^rportugusiscben 

in  substLe  an  examination  of  the  to*  causes  « f  the  dowmfidl  of 
Portugal  in  the  sixteenth  century,  ^  ^ 
competence  in  what  he  was  to  make  his  own  sf '  their 

literature:  to  show  that  the  disasters  of  t  p 
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parallels  in  those  of  past  epochs,  and  that  they  are  due  to  the  same 
follies  and  moral  failings.  'I  here  is  the  same  tenor  in  his  essav 
mi}pp  dir  '/mile  oder  Re/hdm:  md  Mae!,/  (.951).!  k-  then  turned  to 
}iis  own  country  and  examined  the  grandeur  and  o  rii  it  of  the  Great 
f  dec  tot,  <  it  I'tederick  1  anil  of  1  redertek  the  Great  in  his  historical 
disquisition  !),r  1  Inin n;  (19*  ;  1,  and  I ol lowed  this  up  with  Auf 
ll'iipj  deutseht r  (,eseh;>ble  ( 19UI,).  hater  he  passed  to  this  country 
with  Das  Uiselrcicb,  Gesei^  and  Griisxe  d,r  britischen  Macht  (1936): 
If />  fiber  Spanien,  Portugal,  Deutschland  dim  merle  fiber  I  inland  der 
Vnterv,mo\  he  sacs.  During  the  composition  of  this  hook,  which 
was  suppressed  when  it  appeared,  his  outlook  on  the  world  and 
the  processes  of  history,  he  tells  us,  took  on  lina!  and  ftxed  form. 
In  t hese  w  ot  ks  altcady  he  sh< >ws  himselt  to  he  rather  an  interpreter 
ot  history  than  a  historian  proper,  and  in  this  held  his  most 
brilliant  achievement  is  hv  common  consent  /  „/.r  Casas  vor  Karl  V 
(1938);  here  we  have  in  the  first  place  an  epitome  of  the  Spanish 
conquest  ol  South  America,  with  a  horrifying  account  of  the 
torturing  anil  enslavement  of'  the  Indian  natives  together  with  a 
revelation  of  the  political  condition  of  Spain.  !-'or  once  in  a  way  in 
Schneidei  s  explorations  ot  history  we  have  some  fictional  interest, 
the  love  story  of  has  Gasas  lor  an  Indian  girl.  But  the  chief  interest 
is  the  life  story  ol  Las  Gasas,  who  to  begin  with  was  no  better  as  a 
landowner  than  the  rest  of  the  Spanish  colonists;  hut  in  the  end  he 
was  moved  by  pity  to  change  his  ways.  1  le  joined  the  Dominicans 
and  for  the  rest  of  his  life  carried  on  a  campaign  by  writing  and 
preaching  in  support  ol  his  passionate  conviction  that  the  Indios, 
simply  because  they  were  human  beings,  were  entitled  to  be  free. 
The  culmination  of  this  long  contest  was  the  ( Council  held  in  1550 
at  Valladolid  to  fight  out  the  pros  and  cons  of  the  argument:  the 
disputation,  as  Schneider  relates  it,  reduces  itself  to  an  attack  on 
Las  Gasas  by  a  learned  doctor  of  law,  who  proves  that  by  all  the 
force  of  logic  the  Indios  must  first  be  rendered  helpless  and  then 
by  force  converted,  whereas  Las  Casas  by-  an  equal  display  of  logic 
enforced  by  Gospel  truth  proves  incontrovertible  that  as  men 
born  free  they  cannot  even  he  forced  to  accept  the  religion  of  the 
conquistadores.  Charles  V  is  present  in  person,  hut  as  the  pro- 
ceedmgs  draw  to  a  close  he  withdraws  in  high  dudgeon,  and  it  is 
t  oug  t  that  Las  Casas  has  lost  the  battle.  Charles  goes  to  visit  his 
ma  mother  Joan  in  the  castle  where  she  is  immured ;  on  his  return 
e  sen  s  *or  ^as  Casas  to  visit  him  in  the  late  evening  and  they 
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have  an  all-night  discussion,  in  which  Charles  agrees  that  Spanish 
policy  has  morally  mined  state  and  nation.  He  shows  Las  Casas, 
whom  he  appoints  Bishop  of  Chiapa,  the  new  laws  he  has  drawn 
up,  in  virtue  of  which  the  Indios  are  to  be  declared  free.  There  is 
an  indication  that  when  the  new  laws  are  promulgated  they  will 
turn  out  to  be  impossible;  for  the  system  of  slave  labour  is  so 
firmly  fixed  that  it  cannot  suddenly  be  overthrown,  and  history 
tells  us  that  in  fact  Charles  had  to  repeal  them.  The  problem  -  and 
the  interest  -  is  here  psychological:  in  the  interview  with  Las 
Casas  Charles  is  shown  to  be  worn  and  weary.  He  is  baffled;  he 


sees  that  he  has  been  unfaithful  to  Gospel  teaching.  He  calls  in  his 
son  Philip  -  later  Philip  II  -  who  listens  to  the  new  laws  and 
approves  them.  Charles  has  just  been  forced  by  the  Moors  to  raise 
the  siege  of  Algiers,  which  he  had  conducted  in  person.  He  is  a 
beaten  man,  and  every  reader  who  knows  Platen’s  sonnet  sees  him 
in  the  not  distant  future  laying  down  his  multiple  crowns  and 
immuring  himself  in  the  cloistered  peace  of  San  Yuste.  The  situ¬ 
ation  with  the  salient  details  is  strikingly  identical  with  that  in 
Felix  Braun’s  drama  Kaiser  Karl  der  Kunjte ,  which  had  appeared 
two  years  previously  (see  p.  5x9);  In  Schneider’s  essay  we  have  the 
humiliation  of  defeat  because  Charles  has  withdrawn  from  the  walls 
of  Algiers,  in  the  drama  because  he  has  been  driven  from  Inns¬ 
bruck;  in  the  drama  Charles  is  convinced  by  Luther’s  Articles 
as  explained  by  Prince  Max,  the  future  Emperor  Maximilian,  and 
in  the  essay  the  future  King  Philip  II  is  called  in  to  the  audience 
chamber  to  approve  of  the  new  laws;  and  in  both  plays  there 
is  a  visit  to  the  mad  queen  mother,  Juana  la  loca.  The  two  works 
of  course  coincide  because  they  both  keep  close  to  history.  But 
Felix  Braun  is,  by  comparison,  a  passive  narrator,  while  Reinhold 
Schneider  is  himself  in  the  thick  of  the  clash  and  conflict  of  then 
as  of  today  and  lashed  with  indignation  -  he  is  himself  Las  Casas 
fighting  his  great  fight  for  truth,  freedom,  and  peace.  He  will  be 
remembered,'  as  Las  Casas  is  remembered,  for  his  fight  against  the 
tyranny  of  a  dictator:  in  1941  he  was  forbidden  to  publish  any¬ 
thing  in  1943  he  was  accused  of  Defaitismus  and  tn  1945  0  or 
bereitmg  ^utn  Hochverrat;  in  spite  of  all  this  his  writings  an  poenis 
were  illegally  printed,  while  his  pamphlets  were  lithographed  or 
printed  and  disseminated  throughout  Germany.  He  escape 
Switzerland,  where  he  continued  his  activities  Schneider  has  H  o 
written  short  stories  which,  though  attractively  fictional. 
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torical  in  their  placing  and  couched  in  the  same  vein.  In  Elisabeth 
Tarakanov  (1959)  the  titular  heroine  -  said  to  he  the  daughter  of 
the  Czarin  Elisabeth  is  involved  in  a  conspiracy  against  Catherine 
the  Great  and  has  to  choose  between  a  great  place  in  the  world 
and  renunciation.  There  is  also  a  group  of  Novellen  which  centre 
round  the  lives  of  saints  and  in  which  the  poignant  lesson  of  Ent- 
sagtmg  is  by  the  nature  of  the  theme  to  the  fore.  The  same  fight  for 
his  pacifist  ideals  stirs  in  Schneider’s  books  ol  historical  essays;  of 
these  the  title  of  Mach/  and  Gnade  (1949)  typifies  his  inrooted  doc¬ 
trine  that  the  might  of  nations  has  its  justification  only  by  the 
grace  of  God.  Der  I'riedf  dvr  Il'V//  again  in  its  skilfully  chosen 

instances  from  centuries  of  history  revolves  round  the  problems 
and  possibilities  of  peace  in  the  present  as  paralleled  in  the  past. 
The  solution  is,  he  says  (quoting  Kant),  to  free  ourselves  from 
the  wrappings  of  custom,  from  the  abuse  of  power,  and  from  lies 
which  are  the  stock-in-trade  of  diplomatic  technique.  We  today 
are  living  in  a  period  of  grace,  which  is  anything  but  peace.  But 
this  bitten  Gnadenfrist  has  existed  throughout  history:  he  enumer¬ 
ates  the  instances  and  interprets  the  plans  for  an  ‘eternal  peace’ 
which  have  been  evolved  by  thinkers  throughout  the  ages.  The 
term  der  eirige  Triede  is  said  to  have  been  first  used  by  Kant  in  his 
momentous  essav  ewigett  1'neden  (1795),  but  actually'  it  was 
first  used  by  Leibniz,  who  quotes  it  from  an  inscription  on  the 
gates  of  a  cemetery.  And  this  is  t  ragically  true:  the  dead  have  it, 
but  all  life  is  war.  Even  in  our  bodies  there  is  wrar  while  life  lasts; 
when  this  war  of  microbe  u'ith  microbe  ceases  we  are  dead  and 
therefore  at  peace.  Kepler’s  cosmic  harmony  ( W'eltharmonik )  is 
false:  the  stars,  which  look  so  peaceful  from  below,  are  at  war. 
Great  men  have  praised  war ;  M<  >Itke  in  particular  -  ‘eternal  peace’, 
he  says,  ‘is  a  dream,  and  not  even  a  beautilul  one;  war  saves  us 
from  sinking  into  lethargy  and  being  degenerate’.  Peace,  then,  is 
'eine  notwendige  Unmoglichkeit ’,  or,  in  the  diction  ot  today,  leine  un%u- 
gangliche  Unumganglichkeit ’ .  And  yet:  lder  l:riede  1st  burner  da  -  uni 
nie\  Peace  is,  because  it  is  an  incontrovertible  idea,  proved  to  be 
possible  by  thinkers  and  dreamers  through  the  ages  -  Hugo 
Grotius,  William  Penn,  Erasmus  -  and  how  many  more?  Peace, 
says  Kant,  is  a  static  condition;  if  it  can  be  changed  it  was  not 
peace,  but  the  end  of  hostilities.  ‘The  very  name  then  and  the  use 
of  it  is  a  lie;  if  there  were  truth  war  would  indeed  be  impossible. 
The  way  to  end  wars  for  ever  is,  then,  truth;  and  there  can  be  no 
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truth  between  nations  unless  there  is  trust  and  confidence  between 
them.  The  nations,  then,  must  give  up  their  lust  of  aggrandise¬ 
ment:  ‘Give  up  all  your  colonies’,  says  Jeremy  Bentham,  ‘and  give 
up  colonizing.’  The  substance  of  the  book  is  here  and  throughout 
seen  to  be  pertinent  to  the  problems  of  today.  The  last  chapters, 
which  sum  up,  are  depressing;  for  Schneider  shows  that  even 
religions  have  ever  been  at  war  and  ever  will  be.  The  scene  of  his 
first  novel,  Die  silberne  Ampel  (1956)  is  Portugal  in  the  fifteenth 
century;  the  core  of  it  is  once  again  the  conflict  of  power  and 
faith.  Schneider  has  also  tried  his  hand  at  drama.  Der  Kronpna % 
(1948)  is  planned  to  continue  the  tradition  of  the  political  drama, 
but  jenseits  des  Programms  und  der  Tender^.  The  forces  moving  be¬ 
tween  the  two  great  wars  are  detached  from  the  actual  happenings 
and  personified:  the  conflict  is  fought  out  between  the  hierarchic 
power  of  monarchy,  leagued  as  it  is  by  law  and  tradition  with  the 
divinely  ordained  world-order,  and  the  grasping  at  power  of  the 
secularized  masses.  The  Crown  Prince  is  raised  above  the  common 
herd  when  he  turns  priest  and  transforms  the  monarchy  to  a 
hierarchy.  The  protagonists  can  be  identified  at  a  glance  :  the  action 
centres  round  the  break-up  of  the  Weimar  Repub  he,  with  Hinden- 
burg  as  an  intermediary  figure;  ‘the  Party’  with  its  leader  Sass 
defects  from  the  monarchy.  (It  must  be  remembered  that  Schneider 
is  confessedly  an  upholder  of  monarchy  as  the  ideal  system  of 
government.)  The  epilogue  is  an  apotheosis:  the  Angel  appe^s 
Li  takes  the  crown  into  his  keeping;  the  idea  is  that  which  runs 
through  all  Schneider’s  work  -  the  kingdom  of  God  (das  Gottes- 
reich)  must  supplant  secularized  government  {das  Weltr^^ 
whole  drama  -  it  is  in  verse  -  is  a  paean  of  praise  and  a 
of  the  coming  of  the  New  Kingdom  when  all  else  has  fafied^r 
msse  Veryjcht  (1950)  presents  in  dialogue  form  thirteenth  cent  y 
Ces  which  ar^  medieval  and  well 

ferences  (as  in  the  rest  of  his  plays)  are  related *  ^  ™ 

characters  range  from  the  hermit  Petrus  von  ^one^who^ 

Nassau  lndlope 

tendon,  an  expansion  of  the  NVfctoj»«<  <°  *  O'"  ep“ 
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by  way  nf  a  new  interpretation.  Schneider's  most  exhaustive 
exposition  ot  his  politico  religious  doctrine  is  in  his  panoramic 
drama  lirn^rn-/  w;d  ]  rar.rjskus  (1952);  Pope  Innocent  III  -  the 
auihor  of  Pe  c«KtiK‘.'tH  wntuiil  tights  iiercelv  all  his  life  to  estab- 
lishlus  complete  domini<  >n  ,  wer  all  the  world  he  can  reach,  but  has 
to  face  the  contrary  claims  ot  the  limpcmrs  of(  iermany,  Otto IV 
and  brederick  II ;  and  the  course  ot  the  argument  and  action  leads 
up  to  the  moral  victory  of  St.  Francis  of  Assisi,  for  whom  there  is 
only  fine  power  ^  the  gospel.  Inevitably  there  is  the  same  ethical 
bias  m  Schneider's  excursions  in  literary  history :  Corneilles  Ethos  in 
dir  Aral  jumps  \l\  ( 1 9591  tor  instance.  I  hr  Pl/yyr  (1940)  analyses 
hichcnclortl  s  conception  of  the  world  and  existence  in  it,  while 
Per  Kalarak!  (1940)  ami  .•!//  den  linyyl  in  der  WYts/e  (1940)  deal  in 
turn  with  I.cnau  and  Clemens  Brentano.  Die  Pickier  vor  der 
C esrbiek/e  (1944)  has  for  double  tlu-mc  I  loldcrlin  and  Novalis;  J« 
An/ang  Hey/  this  hade  (194(9  with  C  irillparzer  in  his  relation  to  his¬ 
tory  pairs  with  Kk/sls  J:nde  (194(1).  /nr  Y.eit  der  Schneide  eywischen 
lay  wul  Kacht  (1940)  and  Iniwiwics  lirhe  (1948)  both  present 
Annette  von  Droste-I  Iiilshotf  in  her  st rubles  as  woman  and 
poet  with  the  closing  round  her  of  life's  reicntless  grip.  In  Der 
d  lew  ties  Mayers  mid  andere  /  iryih/miyeu  ( 1 949)  we  have  short  stories 
which  throw  a  kindly  light  on  the  lives  and  temperament  of  Jus- 
tinus  Kerner,  Kant,  and  1  lebcl.  As  a  lyric  poet  Schneider  is  best 
vno\vn  as  a  sonneteer.  I  hematically  his  lyric  work  is  marked  by 
the  impact  ot  the  war,  and  sometimes  the  compressed  picture  of 
horror  and  devastation  is  overpowering:  Dk  kf^/en  Taff  (1945); 
Apokalypse :  Somite  (1946);  Dk  muen  Ttirme  (1946). 

The  high  lights  of  Protestant  literature  are  the  poet  Rudolf 
exander  Schroder  (p.  278)  and  the  novelists  ausrkciit  goes 
(r9o8-  )  and  Manfred  Hausmann.  Till  1953,  when  he  retired,  Goes 
was  a  Lutheran  clergyman  in  Wurttemberg,  and  during  World 
War  II  he  served  as  a  chaplain  on  the  Russian  front.  If  popularity 
were  a  reliable  criterion  he  would  have  to  he  graded  well  up;  he 
has  been  much  translated.  He  is  a  lyric  poet  of  the  quiet  self, 
satisfied  Swabian  type ;  he  is  credited  with  aiming  at  being  a  second 
°f,whom  ^as  written  an  excellent  biography  ( Morike , 
1938),  but  he  is  too  normal  to  be  in  that  running.  His  poems  from 
1930  to  1950  are  collected  in  Gedich/e  (1953).  As  a  critic  of  litera- 
Vy,  c  as  taste  insight,  as  in  his  book  of  essays  Die  guten 
Gefahrten  (1942)  and  in  his  Dr  cade  am  Gedichl  (1951),  an  interpre- 
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tation  of  twelve  poems.  He  has  found  an  audience  for  his  heart- 
to-heart  talks  with  a  homilectic  tendency  ( Von  Mensch  %u  Mensch, 
1949).  As  a  novelist  he  is  at  his  best  in  Unruhige  Nacht  (1950):  a 
Lutheran  chaplain  serving  in  the  Ukraine  in  1942  has  the  duty  of 
comforting  the  last  hours  of  a  young  soldier  condemned  to  be 
shot  for  desertion.  There  are  telling  vignettes  of  the  brutal  com¬ 
manding  officer  and  of  the  first  lieutenant  to  whom  duty  is  duty. 
What  gives  the  Novelle  distinction  is  that  what  passes  in  these 
night  hours  epitomizes  the  spiritual  climate  of  the  last  years  of 


the  war. 

manfred  hausmann  (1898-  )  is  an  existentialist  on  the  Pro¬ 
testant  side;  he  was  a  freethinker  converted  to  Christianity  by  the 
study  of  Kierkegaard  and  Karl  Barth.  He  began  with  short  stories 
( Vruhlingsfeier ,  1924;  Die  Verirrten,  1927;  Begegnung,  1936);  the 
Novellen  of  Demeter  (1936)  have  autobiographical  interest.  He 
leapt  into  fame  with  his  Lampioon  kusst  Madchen  rnd  kdeine  Birken 
(1928),  the  tale  of  a  tramp  {Stromer)  who,  after  committing  a 
murder,  roams  the  roads  as  a  lover  of  lasses  and  landscapes.  Very 
noticeable  here  and  in  the  fiction  that  follows  is  the  influence  of 
Jens  Peter  Jacobsen  and  in  particular  of  Knut  Hamsun.  There  is 
a  pensive  mood,  relieved  by  the  ebullience  of  younger  years  as 
contrasted  with  Hamsun’s  age-worn  weariness,  in  the  next  batch 
of  his  tales  of  the  open  road,  Salut  gen  Himmel  (1929);  by  now 
Hausmann’s  tramps  rove  the  inner  world  of  the  spirit,  but  still 
with  the  open-heartedness  of  the  earlier  tales  of  an  outer  world 
of  adventure.  In  1929  he  travelled  in  the  United  States  and  des¬ 
cribed  his  adventures  in  his  travel  book  Kleine  Liebe  %u  Amerika 
(1930),  and  after  his  return  a  new  zest  in  life  comes  to  the  fore  in 
his  novel  Abel mit der  Mundharmonika  (1932).  The  scene  oiAbscbted 
von  der  Jugend  (1937)  unrolls  experiences  during  a  trip  round  Ice¬ 
land;  theffieme  is  the  problem  of  wedlock.  Hausmann’s religious 
Wandlung  is  the  substance  of  his  essay  Einer  muss  wachen  (195  i),_m 
the  second  volume  of  his  Gesammelte  Schriften\  now  he  is  at  grips 
with  the  inner  problems  of  existence  and  finds  the  only  possib  e 
solution  in  absolute  acceptance  of  Christianity.  The  shock  of  con¬ 
version  had  been  conveyed  in  the  short  story  Der  Uberfall (1947)  • 
a  glass  painter  has  suddenly  lost  his  mind,  it  is  thoug  t,  it 
out  that  the  attack  has  been  spiritual:  V  hat mut  ubvfdkn  Jae 
whispers  to  a  visitor;  to  the  question  ‘Who?’  the  answer  is 
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POST-WAR 
AUSTRIAN  WRITERS 

Of  the  Austrian  writ  ers  <  >f  <  air  perk  >d  I  lolmannsthal,  Rilke, 
Schnitzler,  Hermann  Ikhr,  Kafka,  Franz  Werfel,  Wein- 
heber  are  so  markedly  international  and  have  had  so  pro¬ 
found  an  influence  on  (German  literature  taken  as  a  whole  that 
they  have  been  dealt  with  in  their  appropriate  place  as  pioneers  of 
new  movements.  Others  have  been  fitted  in  with  their  fellow- 
craftsmen  over  the  frontier;  see  Austrians  and  Viennese  writers 
in  the  Index.  The  Austrians  grouped  in  the  present  chapter  have 
specifically  Austrian  qualities,  hut  the}*  are  of  course  read  outside 
of  Austria. 

robfrt  mi.'sil  (1880-1942),  a  native  of  Klagcnfurt  who  lived 
in  Vienna,  ranks  as  the  most  systematic  exponent  of  magic 
realism;  in  other  words  he  is  in  the  same  category  as  Joyce 
and  Proust.  He  began  with  a  psychopathic  novel,  Die  Verirrungen 
desZbg/iugs  1  d'r/ess  (190(f)  y  of  which  the  central  theme  is  the  ripening 
of  a  boy  after  the  onset  of  puberty.  The  Novel len  of  Veninigung 
(1911)  and  Drei  Prauen  (1924)  foreshadow  the  coming  influence  of 
Freud:  they  explore  the  impact  of  remote  atavism  on  the  ultra- 
refined  eroticism  of  our  own  day  and  show  that  morality  rooted 
in  custom  is  ever  on  the  brink  of  primitive  urges.  He  toiled  for 
twenty  years  at  his  masterpiece,  the  waves-of-consciousness  novel 
Der  Mann  ohm  Eigenschaften  (Vol.  1,  1931;  Vol.  2,  1943 ;  a  fragment 
of  the  third  volume  was  published  in  Switzerland  after  his  death). 
This  magnum  opus  was  rewritten  several  times;  and,  though  it  runs 
t0^ver  2000  PageK  it  was  still  unfinished  when  he  died  suddenly 
at  Zurich,  where  he  had  found  asylum  after  the  Anschluss.  Though 
y  his  technique  of  Doppelbodigkeit  and  his  existentklkr  Widerspruch 
(there  are  two  sides  of  everything  and  truth  is  only  achieved  when 
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these  two  sides  are  contrasted  and  balanced)  Musil  ploughs  the 
same  furrow  as  Joyce,  he  angrily  rejected  the  imputation  that  he 
was  indebted  to  anybody;  and  indeed  he  was  far  too  original  to 
need  discipleship.  He  was  an  exact  scholar  in  philosophy;  and  so 
it  is  not  surprising  that  throughout  his  immense  work  we  have 
psychological  two-dimensional  probings  into  the  inner  conscious¬ 
ness  and  the  sub-conscious  currents  of  his  characters.  What  action 
there  is  takes  place  in  the  year  of  destiny  1913-14;  and  it  is  con¬ 
cerned  with  the  social  contact  of  characters  who  have  formed  a 
committee  in  Vienna  to  prepare  for  the  celebration  *ereofthe 
Emperor’s  jubilee.  The  honorary  secretary  of  the  committee  is 
Ulrich  an  ex-cavalry  officer.  Ulrich  has  shed  his  qualities;  that  is, 
he  has  cast  off  all  the  acquired  prejudices  which  today  make  up  the 
pattern  of  culture,  the  idea  being  that  a  man,  if  he  is  to  be  himse  t 
and  not  just  the  type  convention  requires  must  do  ^Jout  qua  ^ 
ties  which  represent  no  driving  force  of  mdmduahty  Haw 
shed  his  qualities,  Ulrich  is  in  a  state  of  existence  out  of 
space  Why  should  qualities  which  falsify  the  world  exi  . 
and  other  7such  problems  are  posed,  poised,  dissected,  and  ana¬ 
lysed  with  ruthless  psychological  insight  into  y 

that  by  the  laws  of  logic  is  not  congenitally  Par  °f  Pers°  £ 

A  man  who  sheds  his  qualities,  the  lesson  r^s  is  po  entially  1  ^ 

possession  of  all  qualities.  The  world  will  te  W  ^ 
types  and  patterns,  but  by  men  strong  in  ^ 

welling  up  from  deep  within  them.  Not  man  as  he  ;  ^t  aS  ^ 

■« 5  h"-OT"  Nattk“  * 
Leb'^eiten  (1936)  is  the  curious  title  of  his  essay5-  mQte 

Another  Viennese  writer,  JJ  £  &sa- 

one  of  the  best  essays  we  have  o  J  y  J  __  ^  wh.ose 

wart  (1936),  and  another  A^°^ft^1some  trouble  with  the 
works  he  translated  into  English.  naturalization  he  was 

police  he  escaped  to  America,  where  * fC  died  in 

appointed  professor  of  German  at  ^  e  y  literature  that 

1951  at  New  Haven.  It  is  one  of  the  curi^ 

Broch’s  fame  as  one  of  the  was 

(or  magic)  realism  was  estab  s  e  Rockfeller  prize  -  some 

awarded  the  Guggenheim  prize  ,,  ■  Germany.  His  first 

years  before  his  work  was  even  obtainable  in  (jerm  y 
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novel,  Die  wmLw.nic  (,rdsse  (1955),  is  conventional  in  plot  and 
treatment;  hut  he  went  over  to  the  polyhistoric  form  of  fiction  as 
handled  by  Joyce,  Proust,  and  Kafka  in  his  trilogy  Die  Schlaf 
w  untile  t\  a  long  drawn  out  chronicle  which  dissects  middle-class 
German  life  from  1KS8  to  191H.  'I’lie  first*  volume,  Pasenow  oder  die 
Komanlik  1  (1951)  shows  a  period  dominated  by  the  military 

class.  The  commercial  magnate  in  this  section  is  taken  over  into 
the  second  volume,  lisch  oder  due  Anurdue  j</oj  (1931),  to  face  his 
contrary,  an  anarchist  book-keeper.  The  latter  appears  again  in 
the  third  volume,  /  iueueruH  oder  die  Sud)/id)/.eii  1903  ^193 2J,  and  is 
reduced  to  ruin  by  a  deserter  who  has  turned  business  man  and  is 
successful  in  all  his  dealings.  From  stage  to  stage  of  the  triptych 
we  sec  the  decay  of  values  and  the  disintegration  of  religious  faith. 
Joyce’s  technique  of  inner  monologue  is  effectively  handled  in 
Broch’s  masterpiece,  Der  l  ad  dts  1  end/  (1945);  this  prose  poem  - 
for  it  is  nothing  less  is  one  of  the  most  brilliant  of  those  visionary 
existential  tales  in  which  past,  present,  and  future  are  one  dimen¬ 
sion  (Zeidosi<ei:eif).  Virgil,  on  t he  point  of  dying,  looks  back  wist¬ 
fully  on  the  stages  of  his  development  as  man  and  poet,  and  in 
discussions  with  friends  and  the  Kmperor  Augustus  brands  his 
Aencid  as  a  failure  because  it  swerves  from  truth  and  falls  short  of 
perfection  in  what  is  humanh  and  poetically  vital;  for  in  these 
last  hours  the  world,  to  which  the  true  God  is  about  to  come,  is 
revealed  to  the  poet  as  a  mystery  rich  beyond  speaking,  ruled  by 
eternal  love.  Only  the  remonstrances  of  the  Kmperor  prevent  him 
from  destroying  the  poem.  The  three-dimensional  conception  of 
time  is  again  the  groundwork  of  Die  Sdmldloscn  (1950).  The  period 
chronicled,  1918  to  1933,  directly  continued  that  of  Die  Schlaj - 
wandler^  and  £the  guiltless7  are  average  types  who,  with  one  war 
and  the  time  before  it  to  look  back  to  and  another  projected,  are 
callous  and  passive  and  not  conscious  that  their  ethical  indiffer¬ 
ence  creates  the  atmosphere  for  the  totalitarian  State  which  looms 
ahead.  In  Der  Versucher  (1954),  published  after  Broch’s  death,  we 
see  the  Nazi  concepts  working  ruin  symbolically  in  a  mountain 
village;  Hitler  appears  as  Marius  with  his  dwarf-like  accomplice 
(Goebbels). 

HEiMito  von  doderer  (1896-  )  may  be  classed  as  a  neo-realist 
in  the  sense  that  he  is  fundamentally  realistic,  but  his  relationship 
to  *uagic  realism  is  patchy.  One  may  rather  say  that  he  continues 
Musil  and  the  magic  realists  but  that  he  launches  out  in  different 
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directions.  The  result  is  that  he  has  devised  an  entirely  new  type 
of  novel  and  is  therefore  pre-eminently  original.  Critics  in  their 
interpretations  of  his  aims  and  of  the  influences  discernible  m  his 
work  drive  far  apart,  but  they  are  generally  agreed  that  m  his  treat¬ 
ment  of  contemporary  society  there  is  something  of  the  wide  sweep, 
the  leisurely  meandering  and  the  allusive  humour  of  Laurence 
Sterne  and  Tean  Paul.  He  is  commonly  classed  as  post-baroque 
(nachbarock).  In  his  representation  of  the  life  of  one  great  city  he 
is  said  to  do  for  Vienna  what  James  Joyce  did  for  the  Irish  capital, 
but  his  intention  is  to  typify  European  life  generally  (in  each  suc¬ 
ceeding  novel)  at  a  given  historical  phase  of  a  few  years.  A  native 
of  Lower  Austria,  von  Doderer  passed  his  youth  m  Vienna,  served 
in  World  War  I  and  for  four  years  (from  1916)  was  a  prisoner  o 
war  in  Siberia.  Here  he  gravitated  to  literature  and  noted  down 
Te  1  nes  of  his  novel  Das  Geheimnis  des  Keicbs  (published  x93o), 
which  deals  with  the  disintegration  of  the  Russian  go vemmern. 
His  first  published  work  was  a  volume  of  verse,  Gassen  mdhand- 
schaft  (1923) ;  this  was  followed  by  a  short  novel,  DjeBresde  (1924). 
His  verse  is  collected  in  Bin  Wegim  Dunklen.  Gedtchte  und  epigram^ 
.atlche  Verse  (1957).  He  attracted  attention  m 

S“nS 

SiJ  fcr  the  undiscovered  murderer  of  his 

portrait  hallucinates  him;  this  motif  is  recurrent  mDoderask 

work.  In  .94°  came  Bn  Umeeg,  m  ta- 

Bareek  it  is  the  story  of  Graf  Manuel  Cu“d“  “^C°207posite 

Brandter ;  although  their  stations  in  the  soda  ,  us  Bn  Ummg 

extremes  their  fates  are  inextricably 

is  once  again  a  way  to  Selbsierhmtms.  Called  up  for  mi  I 

in  ,  94.  von  Doderer  served  for  six  years  as  an  ota  m  the  air 
force.  On  his  return  to  Vienna  m  194b  he  ““P  ^ 

monumental  novel  Die  Ddnwnen,  wine  fub-title  of  Die 

Die  Menschmrdmg  des  Antsrates  Jnltm Z tU,  *  b 

MUien  FeT  (19,1),  P“"^'^Xion  of  in- 
main  theme:  the  ripening  by  p  _  feeling  and  the  accep- 
stincts  and  the  trammels  humour  fnd  biting  satire 

tance  of  whatever  befalls.  f  Bamacle  in  the  Circumlocution 
of  this  tale  reminds  one  of  Si  in  the  office  of  Taxes  m 

Office  as  Dickens  saw  it ;  Zih  1  h  his  retirement  (in  the 

Vienna  to  the  rank  of  Amtsrat  ana 
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kaiscrIk:h-k«>nioIich  period  ■  the  date  is  1910)  he  rents  a  cheaper 
flat  on  the  third  ston  with  windows  which  look  down  on  to  the 
flats  opposite;  since  Ins  new  abode  has  been  unoccupied  for  some 
time  those  who  live  in  the  thus  below  are  unaware  that  they  can 
be  observed  from  above,  and  the  very  first  night  he  sees  full- 
hodied  ladies  preparing  tor  bed  in  the  nude  or  near  it.  The  course 
oi  the  story  shows  that  he  has  lived  as  a  troglodyte;  his  very  lan¬ 
guage,  as  copious  extracts  show,  illustrates  the  l^icnstpragmatik  of 
ofheialdom.  But  the  close -wrapped  folds  of  custom  fall  from  him, 
and  his  marriage  to  a  [dump  IbL^fthenp/i^jalin,  who,  being  full 
woman,  has  remained  human,  gives  us  a  novellisfic,  though  allus¬ 
ively  ironical,  happy  ending,  d  hough  Doderer  specifically  rejects 
both  /a /// 0 watt  and  historical  novel,  as  illusory  and  therefore  out¬ 
worn,  his  historical  studies  (he  graduated  in  ( leschichtsn 'issenschafteri) 
peci  out  from  the  baroque  ceremonial  and  depiction  of  custom  in 
hhi  Ijn/ntg;  and  they  serve  him  too  tor  the  outlines  of  what  to 
some  readers  will  seem  his  most  moving  work,  Das  let\te  Aben - 
fc/wt  (1953).  It:  is  a  tale  of  troubadours  and  errant;  knights ;  a 
Spanish  hidalgo  has  heard  the  story  of  a  lovely  lady  in  whose 
forests  a  dreadful  dragon  roams  at  will ;  he  sets  out  with  page  and 
retinue  to  slay  the  monster;  his  sword  is  blunted  on  its  scaly  back; 
but  the  lady  welcomes  him,  if  not  as  a  dragon-slayer,  at  least  as  a 
champion  who  has  struck  of!  the  beast’s  horns.  By  all  the  laws  of 
old  romance  he  should  marry  the  lady  and  be  lord  of  her  realm; 
but  he  is  not  drawn  to  her,  and,  ripe  widow  as  she  is,  she  prefers 
his  page,  now  newly  clubbed  a  knight.  1 1c  sets  out  once  more  with 
a  new  page,  and  beyond  the  forest  comes  to  villages  where  cot¬ 
tages  are  being  burnt  down  and  bodies  of  defenceless  villagers  lie 
on  the  roads;  he  finds  a  marauding  gang,  attacks  them  single- 
handed  and  forces  them  to  flee;  hut  in  the  moment  of  his  victory 
he  sinks  from  his  horse  and  is  stretched  out:  dead,  he  too  a  victim 
of  war  as  we  know  it  today.  The  tale  is  dreamful  and  symbolic; 
the  meaning  lies  embedded  in  what  passes  in  the  knight’s  mind. 
The  dragon  is  bate,  and  we  are  powerless  to  fight  it;  evil  whelms 
us.  We  find  the  interpretation  of  this  little  story  -  and  of  much 
e  se  in  Doderer  s  work  -  in  the  Autohiographisches  'Nachmrt  which 
aPPen<^ec^  author,  quoting  the  saying  of  Mephistopheles : 
Wer  lange  lebty  ha /  viel  erfahren ,  agrees  hut  stresses  that  lange  refers 
not  to  the  chronicle  of  years  but  to  the  intensity  of  experiences ; 
t  ose  whose  experiences  lay  between  1871  and  1914  lived  a  short 
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life  for  there  was  no  break  in  the  continuity  of  their  experience; 
‘those  of  my  own  generation’,  he  continues,  have  lived  long  in¬ 
deed,  for  they  have  lived  through  two  wars,  have  seen  the  swamp 
of  illusions  dry  up  and  the  treasure  of  disillusions  grow  and  grow. 
So  too  the  knight  errant  of  The  Last  Adventure  felt  his  illusions  fall 
away  from  him,  but  disillusion  enriched  him  and  ripened  him  to 
face  the  onslaughts  of  Fate.  These  great  motifs  of  Doderer,  Des- 
illusion ,  Selbsterkenntnis ,  Menscbmrdung,  must  be  accepted  as  the 
staple  of  his  work.  He  insists  that  he  has  no  lesson  to  teach;  psy¬ 
chology  and  the  Freudian  doctrine  he  rejects  outright;  he  gives 
life  as  it  is.  Even  the  dreams  and  visions  with  which  his  work 
abounds,  the  sense  of  the  identity  of  Diesseits  and  Jenseits,  the  unity 
of  time,  the  dichotomy  which  he  shares  with  Dostoieflsky,  the 
biological  fact  that  every  being  is  double  and  that  his  ripening  by 
experience  is  the  stage  to  a  new  reality,  his  sense  of  the  latency  of 
goodness  (Latent)  in  all  of  us  -  all  this  is,  so  runs  the  argument, 
life  as  it  is,  and  the  field  of  the  novelist. 

Die  erleuchteten  Fenster  points  forward  to  Die  Strudelhojstiege  oder 
Meher  und  die  Tiefe  der  Jabre  (1951)  in  so  far  as  several  of  the  char¬ 
acters  appear  in  both  novels;  thus  Zihal’s  story  is  fitted  into  the 
second  novel  and  continued,  with  that  of  his  wife.  The  period  is 
roughly  1923-1925,  but  there  are  throw-backs  to  1910-1911 ;  that 
is  two  levels  of  time  are  interwoven  ( Doppelbodigheit ).  Thus  the 
chronicle  minutely  records  the  mentality  and  atmosphere  of  Vienna 
between  the  two  wars,  but  also,  in  nostalgic  retrospect,  there  are 
glimpses  of  the  kaiserlich-koniglich  days  as  they  draw  to  their 
disastrous  close.  We  thus  see  the  characters  at  two  stages  of  their 
lives.  The  idea  is  that  the  author  has  collected  his  information 
from  the  novelist  Kajetan  von  Schlaggenberg,  from  Sektionsrat 
Geyrenhoff,  who  chronicles  all  that  happens  and  from  Major 
Melzer,  the  central  figure  of  the  story.  The  build-up  an  s  y 
Die  Strudelhojstiege  and  of  Die  Ddmonen  are  so  closely  related  th 
both  books  must  be  taken  as  one;  characters  are  ^ 

Die  Strudelhojstiege  and  their  lives  related  in  the  period  \ 

the  nation  is  taken  up  again  in  Dk ■  Divmn  and 1  “ 

its  dose.  Die  Stmjeihofstiege  is  indeed  described  by  “  “ 

ascending  approach  Rampe  (an  architectural  term),  andas  Tjjjl 
(Auftakt,  a  musical  term),  or  ovettute  (see  below),  to  Du  IW«, 
which  up  to  die  present  is  the  culmmation  of  what  ™  “ 

first  planned  as  a  monumental  cycle  of  novels.  The  Strudelhojstteg 
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is  a  flight  of  steps  which  links  two  streets,  as  in  the  story  all  is 
linked:  present,  past,  and  future  and  social  grades  of  society;  here 
and  hereabouts  the  decisive  events  of  the  novel  take  place.  As  to 
the  verbal  style,  a  great  feature  ( nachharock )  is  Doderer’s  mastery 
of  incapsulated  sentences  ( Schaltsat^e ),  which  remain  clear  how¬ 
ever  long  they  may  be.  This  in  musical  terminology  is  contra¬ 
puntal;  indeed  the  whole  structure  is  admittedly  musical,  built  up 
as  it  is  of  four  phases  or  movements,  actually  headed  Teile,  and  the 
contrapuntal  complexity  of  the  style  -  wheels  within  wheels  -  pairs 
with  the  concept  that  the  experiences,  like  the  roads  and  alleys, 
wind  and  intersect  but  move  finally  to  this  controlling  centre  of 
the  rising  flight  of  steps.  And  this  fitting  of  the  structure  to  cham¬ 
ber  music  confirms  Doderer’s  insistence  that  Die  S trudelhofstiege 
and  Die  Damonen  are  not  intended  by  him  to  be  a  unity;  for  by 
comparison  Die  Damonen  has  the  construction  of  an  opera  on  a 
great  scale  with  overture  and  finale  (Das  Feuer).  Very  marked  is 
the  Austrian  flavour  of  the  vocabulary,  and  the  apt  use  of  racy 
dialect;  this  makes  the  picture  of  Vienna,  with  its  description  of 
hotels,  cafes  and  eating-places  and  of  its  maze  of  streets  (which 
matches  the  maze  of  the  construction)  and  of  localities  central  and 
suburban,  delightful,  though  for  full  comprehension  it  entails 
reading  with  a  map  of  the  city  by  one’s  elbow.  Another  feature  of 
Doderer’s  style  is  his  allusive  playing  with  the  apparent  and  the 
latent  meaning  of  words  ( [Lafen :  Hingerissenheit  and  Gerissenheit; 
Ver-Zweiflung;  Pro-menade;  ‘Isi  nidi  Zufall,  das  was  einem  Menschen 
■%u-falltV  ;  ‘Liebe  ist  kein  Bedingnis,  sondern  ein  Bedingtesd  In  Doderer’s 
type  of  novel  there  is  another  radical  departure  from  traditional 
build-up.  In  a  novel  we  have  ‘characters’ ;  ‘a  man  of  character’ 
succeeds  because  he  is  such;  a  man  of  weak  character  fails  because 
that  is  what  he  is.  But  does  a  successful  man  owe  his  success  to  his 
character?  There  is  no  such  thing  as  character  in  the  accepted 
sense,  Doderer  seems  to  argue;  some  men  get  what  they  want  or 
seek,  but  that  is  a  matter  of  chance  or  situation ;  given  the  situation 
the  event  follows.  It  is  not  ‘character’  that  matters  in  the  shaping 
of  life:  character  does  not  shape  life  and  life  does  not  shape  char¬ 
acter.  On  the  contrary  the  course  of  events  is  shaped  by  ol  rpomi, 
or,  more  simply  stated,  turning  points ;  all  that  happens  is  situations- 
gemass.  There  are  of  course  wide  differences  in  persons  ;  and  it  is 
the  province  of  the  novelist  to  pierce  to  the  very  essence  of  these 
differences,  to  the  temperamental  springs  of  impulse  and  therefore 
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of  ‘action’  -  and  ‘action’  itself  is  not  governed  by  force  of  will  but 
by  temperamental  instincts  and  urges,  which  are  at  the  mercy  of 
chance.  For  our  ‘hero’,  therefore,  let  us  take  a  man  with  no  char¬ 
acter  at  all  in  the  stereotyped  novelist’s  (or  historian’s)  sense:  a 
man  without  qualities,  der  Mann  ohm  Eigenschaften,  which  is  the 
very  title  of  Musil’s  great  novel,  and  this  Doderer’s  cycle  is  perhaps 
intended  to  outstrip,  if  only  because  it  is  closer  down  to  brute 
reality.  The  titular  hero  of  Die  Strudelhofstiege,  Melzer  -  typically, 
his  Christian  name  is  not  given  -  illustrates  the  argument.  He  is 
introduced  as  a  lieutenant  in  the  Austrian  army,  and  in  the  final 
stages  he  is  a  retired  major  and  a  civil  servant  ( Amtsrat ).  It  is 
repeatedly  stressed  that  he  is  considered  to  be  a  fool;  this  does 
not  make  him  less  fit  to  be  the  hero  of  a  novel,  for  he  is  the 
perfect  type  of  the  maj  ority  of  men,  the  type  of  man  who,  though 
opportunities  are  within  his  grasp,  ‘never  gets  there’  ;  or,  he  always 
misses  the  bus.  He  is  throughout  an  outsider  on  the  rim  of  the 
happenings;  he  is  sucked  into  the  whirl,  but  not  engulfed.. That 
is,  he  is  aware  of  the  social  cynicism  which  is  the  prerogative  of 
the  clever  ones,  but  he  remains  decent;  one  may,  therefore,  if  one 
is  simple  (or  silly)  enough,  remain  good,  uncontaminated.  Even 
as  an  Amtsrat,  a  minor  official  in  the  Tabakregie,  he  has,  to  begin 
with,  no  ‘civil  intelligence’  (Ziviherstand)-,  he  is  incapable  of  think¬ 
ing,  ’and  it  is  only  by  learning  to  link  the  present  with  the  past 
that  he  leams  to  think  at  all,  or,  as  the  sub-title  indicates,  to  probe 
‘the  depth  of  the  years’.  Surprisingly  he  marries  a  girl  who  to  his 
knowledge  has  been  the  mistress  of  a  former  cavalry,  officer,  a 
friend  of  his,  the  Rittmeister  (facetiously:  Zerriittmeister).  von 
Eulenfeld,  who  always  gets  there  with  women,  because  ‘he  is  the 
major’.  The  ending  is  thus  on  the  face  of  it  happy;  but  judged  by 
the  course  of  other  marriages  in  the  book  this  seems  to  be  ironical. 
More  interesting  than  Melzer  is  Rene  Stangeler;  clearly  he  is  a 
contrast  figure;  where  Melzer  fails  to  act  Rene  acts  instantly  and 
situationsgemass-,  and  therefore  (throughout  the  cycle)  women  yield 
to  him  in  animal  fashion.  Rene  has  intelligence  and  scholarship ; 
he  is  like  Doderer,  a  history  graduate  and  he  has  written  a  book 
on  Memoiren  im  Mittelalter.  He  has  qualities  of  a  sort  but  they  have 
no  importance;  he  remains  vacuous.  Rene  is  just  the  centre  of  a 
revolving  crowd  of  more  or  less  clearly  defined  characters.  We  see 
these  characters  clearly,  with  their  physical  traits  and  their  ways  of 
dressing  and  even  the  perfumes  they  diffuse  -  thus  Rene  has  schrage 
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Augen ,  is  always  ohne  Hosentrager ,  and  attracts  his  women  with  his 
scent  of  lavender.  But  the  core  of  people’s  characters  is  not  to  be 
gathered  from  their  ‘attitudes’,  but  from  the  Latent  of  these  (i.e. 
what  lies  beneath  their  appearance  or  outward  Half  mg).  The  novel- 
listic  interest  (in  the  accepted  sense)  centres  in  the  female  charac¬ 
ters;  in  particular  in  Rene  Stangeler’s  two  sisters.  A  great  part  of 
the  novel  is  taken  up  with  revealing  with  great  psychological 
detail  how,  why,  and  in  what  state  of  mind  girls  and  married 
women  of  the  higher  classes  give  way  to  men.  The  result  arrived 
at  is  that  ‘romance’  as  novelists  depict  it  is  -  fiction ;  what  decides  is 
blood  pressure,  not  ‘love’.  And  the  results  do  not  imply  continu¬ 
ance  of  the  relationship;  illegitimate  children  belong  to  nature’s 
way.  Thus  girls  who  have  given  way  have  not  been  ‘seduced’; 
what  happened  had  to  happen  -  at  the  given  moment  (p.  229,  235). 
The  one  really  decent  girl  is  Paula  Schachl,  in  1911  a  shorthand- 
typist,  seventeen  years  old  when  we  first  meet  her.  Stangeler 
accosts  her  in  a  street,  and  she  responds  with  casual  friendliness; 
they  meet  in  cafes,  they  walk  through  the  streets  together,  but  the 
situation  for  the  loss  of  the  girl’s  virginity  does  not  accrue.  She 
fades  out  of  the  picture  for  a  good  stretch,  and  when  she  returns 
she  is  happily  married  to  a  working  man;  she  and  her  husband  do 
come  into  contact  with  the  roystering  ruck,  but  she  remains 
bourgeoise  and  decent.  She  is  an  effective  Kontrastfigur,  but  one 
feels  that  a  walk  in  the  woods  with  her  boy  might  have  ended 
situationsgemdss.  The  conclusion  is  that,  morally  considered,  pre¬ 
servation  lies  not  in  a  good  upbringing  or  religious  rectitude  but 
in  a  chanceful  escape  from  the  situation.  In  other  words  there  is 
no  virtue  in  being  virtuous,  but  just  luck. 

In  1956  appeared  Doderer’s  magnum  opus ,  at  which  he  had  been 
working  for  twenty-five  years,  Die  Ddmonen.  It  runs  to  1 345  pages. 
The  title  is  admittedly  borrowed  from  Dostoicffsky’s  Die  Ddmonen, 
of  which  the  English  title  is  The  Devils  or  The  Possessed.  Thematic¬ 
ally  The  Possessed  is  more  close  to  the  texture  and  intent  of  Doderer’s 
novel;  the  leading  motif  is  that  we  all  tend  to  be  obsessed  by 
illusions  which  may  go  so  far  as  madness  but  as  a  rule  are  a  milder 
form  of  ‘craze’,  ‘fixation’  may  be  or  ‘complex’,  or  as  the  French 
say  lubie.  We  are  possessed  of  devils  that  cannot  be  driven  into  the 
Gadarene  swine.  Driven  down  to  their  root  causes  they  are  likely 
to  derive  from  sexual  urges.  The  nearest  approach  to  demonology 
proper  is  the  dubious  idea  of  that  medievalist  Rend  Stangeler  that 
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witches  in  the  Middle  Ages  were  not  burnt  for  witchcraft,  but 
because  som &  grand  seigneur  or  other  was  a  sadist  and  fed  his  senses 
on  the  sight  of  torture;  in  the  fifteenth  century  manuscript  he 
discovers  and  makes  his  reputation  by  interpreting  the  feudal 
chatelain  abducts  two  buxom  and  ultra-respectable  middle-class 
women  and  deals  with  them  as  witches,  feeding  his  eyes  on  their 
disrobing  and  whipping,  because  they  obstinately  reject  his  claim 
to  seigneurial  rights.  Perversely  enough  they  admit  to  their  beds 
the  two  pages  who  keep  guard  on  them  by  sleeping  on  their 
thresholds  in  the  castle,  and  this  satisfies  the  witch-hunter  -  he 
was  possessed  by  the  craving  to  prove  that  they  were  not  virtuous, 
and,  having  found  his  pages  in  their  beds,  he  releases  them.  The 
historical  veracity  of  all  this  is  obviously  spurious ;  it  serves  merely 
as  proof  of  the  doctrine  that  we  are  pathologically  possessed.  And 
in  this  way,  we  must  understand,  a  Weltanschauung  logical  on  the 
face  of  it  may  degenerate  by  its  very  intensity  of  conviction  into 
a  morbid  obsession;  for  it  may  take  hold  of  one’s  original  nature 
and  transform  it.  These  obsessions  confront  us  as  contraries,  as 
in  religion  or  politics;  e.g.  Klasse  oder  Rasse.  Thus  there  is  the  con¬ 
trast  of  the  muscular  sport-loving  and  studious  girls  of  today 
(‘Denaturierte’),  who  are  dismissed  by  Schlaggenberg  as  vampyres 
because  their  only  aim  is  to  marry  and  be  kept,  with  the  ripe,  ex¬ 
perienced  widows  or  wives  whose  natural  function  it  is  to  mother 
young  bloods  who  are  thus  saved  the  burden  of  marriage;  he 
writes  a  chronique  scandaleuse,  which  he  hands  over  to  von  Geyren- 
hoff  for  his  chronicle,  on  these  Dicke  Damn,  for  short  D.D  s. 
Rene  von  Stangeler  adds  to  his  lubie  of  lounging  ohne  Hosentrager 
the  determined  conviction  that  young  men  of  the  learned  classes 
-  in  particular  university  hopefuls  -  should  be  excused  marriage, 
but  that  they  should  be  admitted  to  marital  rights  while  post¬ 
poning  marriage  or  even,  as  he  does,  refusing  it,  pro ,CSfn°f 
scholars,  he  urges,  should  not  be  hampered  by  household ^obliga¬ 
tions.  And  so  in  both  novels  of  the  cycle  Rene  is  received  * >  the 
unmarried  husband  of  Grete  Siebenschein;  he  wor  s ;  a  _ 

search  in  her  room,  and  when  her  parents  go  out  for  the  evening 

^The^eriod  of  Die  Damonen  runs  from  the  spring  of  1926  to  the 
burMnfdown  by  incendiaries  of  the  Jusmpalast  on  the  15th  of 
July,  1927;  a  conflagration  which  is  symbolical  of  what  is  coming 
to ill  Europe  and  in  Austria  foreshadows  the  years  after  193  3 


the  lnsrh/uss.  Vienna  is  once  more  in.imatch  depicted.  But  since 
tiie  ac  tual  life  <»t  t he  period  is  the  nut  ter  -  .1  the  nurd,  the  garden 
suburbs  and  health  resorts  in  the  wooded  highlands  come  into  the 
picture.  I  he  ideas  w  hich  go  to  the  making  of  the  Stmdelbofstiegt 
beim;  permanent  truths  m  the  illumination  of  the  social  structure 
are  taken  over;  here  one  only  needs  to  add  several  moral  ormeta 
physical  omeepts  which  are  stressed.  C  >f  these  the  unity  of  time 
gathers  force  by  the  continuous  references  to  <l<u  Diesse/te  as  iden 
ttcal  with  das ] tii sti/s  and  vice  versa;  this  doctrine  blends  with  the 
lesson  to  which  the  action  converges  that  every  human  being  is 
double  (dichotomy)  and  that  it  there  is  transformation  (in  the  old 
sense  of  WwuUiw-)  by  experience  it  is  because  there  is  a  ripening 
to  a  new  reality.  The  manifestations  of  an  individual’s  craze  may 
run  through  the  whole  warp  and  woof  of  his  life;  and  thus  indi¬ 
viduals  can  he  classified  and  ticketed  just  like  butterflies;  but  if 
experience  serves  its  moral  purpose  then  this  outer  casing  of  illu¬ 
sion  may  scale  of!' and  the  inner  man  be  revealed ;  what  was  within 
(<to.r  I /were,  the  inner  man)  is  then  without  and  in  the  light  of  day. 
I  he  most  striking  instance  of  this  finding  of  a  new  self  (Mensch- 
wercluns)  is  the  working  man  Leonhard  Kakabsa;  he  is  determined 
to  remain  a  working  man  in  his  outlook  and  predilections,  but  he 
attains  culture  by  studying  Latin  and  Roman  history  and  by  social 
contacts,  and  in  the  end  is  appointed  librarian  to  a  nobleman  and 
marries  the  Mary  K.  who  is  one  of  the  few  attractive  characters  of 
Die  S/mdelbofs/ieer,  she  has  lost  a  leg  by  being  run  over  in  the 
street,  mt  she  fights  her  disability,  gets  accustomed  to  the  wooden 
leg  and  there  is  a  ‘happy  ending’  when  she  marries  Leonhard 
Kakabsa,  though  she  is  a  widow  with  two  children,  a  Gymnasmst 
and  a  somewhat  younger  girl  who  has  an  eye  on  Leonhard  herself. 

.  ls  a  problematic  ending;  hut  so  too  is  the  ingeniously  con¬ 
trived  crowding  of  happy  endings,  almost  in  Dickensian  fashion, 
to  c  ose  t  e  novel ;  the  Stnuklhojsliege  has  ended  with  a  problematic 
marriage  which  disposed  of  Melzer;  in  the  second  novel  there  are 


engagements  as  the  Justizpalast  burns,  followed  by  marriages  all 
r°™  (  ^Ve  j  en<^  Stangcler,  now  by  a  miracle  of  chance  ( situations - 
genmss)  fixed  up  in  a  remunerative  post,  marries  his  ewige  Braut.  To 
t  e  rea  er  who  has  familiarized  himself  with  the  mental  make-up 
an  t  e  way  of  life  of  these  people  this  glaringly  novellistic  con¬ 
trivance  is  obviously  part  of  the  all-embracing  satire.  But  there  are 
characters  who  could  not  be  so  happily  disposed  of;  in  the  plan  of 
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the  novel  the  highest  classes  come  into  contact  with  the  lowest 
strata  of  society,  and  indeed  some  of  the  most  readable  chapters 
(perhaps  because  they  come  close  to  ‘what  the  public  wants5)  are 
those  which  lay  bare  the  lives  of  prostitutes  who  by  reason  of  their 
haunts  and  calling  come  into  contact  with  a  murderer,  the  ‘King  of 
the  Underworld’.  Common  to  both  novels  is  the  financier  Levielle, 
whose  manipulations  wind  through  the  woof  of  the  story  and  keep 
the  reader’s  mind  alert  for  the  coming  revelations;  but  these  reve¬ 
lations  -  since  money  is  recovered  -  conduce  to  the  happy  endings, 
and  perhaps  for  this  reason  this  wretch  and  rogue  is  permitted  to 
‘retire’  to  Paris.  The  sum  total  of  Die  Ddmonen  would  seem  to  be 
negative;  the  characters  are  one  by  one  dissected,  there  is  no  con¬ 
demnation  of  their  mode  of  life  -  not  even,  in  set  terms,  of  the 
financial  rogues ;  the  reader  condemns  them  or  acknowledges  that, 
constituted  as  they  are,  they  cannot  act  otherwise.  Certain  people 
(aristocrats  in  particular)  are  congenitally  empty-headed,  we  are 
told,  and  whatever  experience  they  may  have  leaves  them  so.  They 
may  be  attractive;  they  may,  by  luck  or  guile,  be  successful.  Even 
Rene  Stangeler  is  one  of  these  people;  he  remains  (for  all  his 
studies)  unripened;  there  is  no  Menschwerdung ,  because  there  is  no 
Mensch.  All  the  same  the  total  sense  is  positive.  There  is  a  cry  for 
egalitarianism;  this,  however,  means  not  Gemeinschafthxit  Gemein - 
heity  which  can  only  be  a  passing  phase;  what  lasts  and  shapes  the 
world  is  that  which  is  incommunicable,  the  sterling  qualities  of 
the  gifted  individual  who  has  no  ‘demon’.  Nothing  in  the  whole 
cycle  of  novels  is  exaggerated  or  glaring.  All  is  finely  toned;  but 
over  all  the  epic  panorama  there  is  a  mood  of  strangeness  as  if 
everything  were  seen  through  erkuchtete  Fens  ter.  The  intention  is 
that  the  reader  should  be  aloof  ( distan^iert );  feelings  of  sympathy 
or  affection  for  the  characters  would  be  out  of  place  ;  the  reader 
observes  -  and  comprehends.  This  is  life  -  anywhere. ... 

Of  martina  wied  (1882-  ),  a  Viennese  born  and  bred,  we  can 
say  that,  though  the  main  lines  of  her  work  are  traditional  in  form 
and  to  some  extent  even  sensational  in  theme,  her  technique  is  in 
intention  existential.  She  prefaces  one  of  her  novels  with  Kierke¬ 
gaard’s  Geisters^ene  motto;  and  she  prides  herself  that  her  first 
novel.  Das  Asjl  \um  obdachlosen  Geist ,  was  the  first  in  the  existenti 
mood  and  manner,  for  it  was  written  in  1925-26,  long  before 
Sartre,  and  appeared  serially  in  the  Wiener  Zeitung  (in  book  form 
1950  as  Kellingrath).  Her  lyric  poetry  is  collected  in  selected  form 
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nobleman,  taifhiul  to  his  shadow  t,f  .,  1-in  ,  m  i’  ,  6COtS 
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and  as  he  will  Ik-  at  the  height  of  his  powers;  here  we 2' 

existential  doctrine  that  hvhat  I  shall  Ik,  I  am’.  The  contrary  nir- 

ture  is  that  of  Charles  I  id  ward  as  a  compound  of  sot  in  the  present 
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past,  tn  the  case  of  both  we  have  the  proof  hv  contrast  hv  wav  of 
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intr  There  is'n  LC  iniMUc  1,1  nia.b!('  realism  is  uncompromis- 
ink.  J  here  ts  contrast:  of  conscious  and  unconscious  will-  the 
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and  a<;  <uirh  /  ,s  ,v  '  ^5-)  is  another  experimental  novel, 

m°°d  and  mcfh-od-  In  the  first 
son  in  the  Bihip  f  aa^  aT  USIOn  t(>  the  story  of  the  rich  man’s 

factory  owner  in  the  Polish  lhu  hcm’ is  thc  son  of  a  ridl 

away  the  privileges  of  his  class  7  }?ymno>  wh<>  ls  willin£ t0  cast 
drifts  away  to  Communism  Tr  °  °W  sorau  Icadcr  or  other  md 

agent  of  Moscow  W>w  whoTV^"  ““  With  a  Rnsai“ 

Vienna  an  i  \  .  ^as  )cen  a  university  teacher  in 

this  Communism  kT  T  °  krdh'antly  expounds  thc  new  faith.  But 
just  one  of  thc  multiple  states  of  mind  (Seelen- 


POST-WAR  AUSTRIAN  WRITERS 


515 

vrustandi)  which  form  the  substance  of  the  novel;  actually  it  is 
induced,  not  so  much  by  revulsion  from  wealth  and  luxurious 
living,  as  by  Adam’s  own  erotic  experiences  and  those  of  his 
friends.  In  this  sphere  of  conduct  the  prominent  feature  is  that 
pre-marital  experience  is  the  rule;  and  it  is  relieved  by  the  dictum 
that  all  experience,  good  or  evil,  is  formative  of  character;  what 
matters  to  a  lover  at  a  given  moment,  therefore,  is  what  the  lady 
is,  not  what  she  -has  been ,  and  that  indeed  after  sensual  stages  the 
new  real  love  creates  a  new  virginity.  The  inexorably  drawn  out 
tale,  chronologically  dated  after  World  War  I,  ostensibly  holds 
out  a  mirror  to  the  state  of  Europe,  but  in  the  prologue  -  really 
an  epilogue  -  there  is  a  cinematographical  dissolving  picture  of 
what  the  hero  and  all  about  him  are  in  the  chaos  after  World 
War  II.  In  DerEhering  (1954)  one  of  the  characters  of  Die  Geschichte 
des  reichen  ] anglings  relates  his  love-experiences  ;  the  wedding  ring 
of  the  title  symbolizes  the  sanctity  of  marriage.  - 
imma  von  bodmershof  (i 895-  )  pairs  with  Martina  Wied  as  an 
exponent  of  the  new  technique,  but  she  is  more  dreamful;  she 
evokes  rather  than  demonstrates.  In  her  novel  Das  verlorene  Meer 
(1952),  a  revised  version  of  Die  Stadt  in  Flandern  (1939),  magic 
realism  is  fitted  to  Bergson’s  philosophy  as  exemplified,  above  all, 
in  Proust’s  A  la  recherche  du  temps  perdu.  In  this  evocative  medley  of 
myth  and  legend  the  ancient  story  of  Flanders  comes  to  life  in  the 
consciousness  of  the  historical  research  worker  Cornelius,  who, 
between  the  two  Great  Wars,  goes  to  Bruges  to  ransack  the  city 
archives.  The  urban  picture  throughout  the  tale  is,  as  it  is  now, 
dominated  by  the  Belfry,  from  which,  above,  the  distant  sea  can 
be  glimpsed.  There  is  something  of  Georges  Rodenbach’s  Bruges 
la  morte  in  the  atmosphere  of  the  story,  but  the  central  idea  is  that 
of  the  city  as  a  symbol,  not  only  of  the  decay  here  below  of  all 
life,  but  also  of  eternal  revival  in  religious  faith.  The  legends  and 
episodes  of  the  past  alternate  with  the  happenings  of  today  ;  for 
the  past  is  the  present;  events  wind  onwards  through  the  ages  as 
the  spiral  staircase  of  the  Belfry  tower  winds  upwards  to  the  out¬ 
look  from  its  platform  near  the  clouds.  Das  verlorene  Meer  is  thus 
closely  fashioned  on  what  has  been  called  the  spiral  principle 
(das  Spiralenprin^ip)  as  it  occurs  in  the  contemporary  novel;  that 
is,  phases  of  time  and  consciousness  interlock  and  enlace  as  they 
wind  upwards  to  a  sweeping  and  comprehensive  vision^  of  what 
has  been  related  and  implied.  The  deeper  meaning  of  this  identi 
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links  m  an  ever  running  chain;  not  the  will  ot  the 
.umlt  ot  the  dead  brings  rum.  Deeper  still  is  ,hc  svmholthat  Co^ 
nidus  htntsdi  and  he  m  turn  is  a  swnhol  ,,i  Man  ■  is  the  dvino- 
town;  and  so,  when  illness  threatens  his  life,  he  awakens  totk 
ctrtiM'joiisfU’ss  that  just  as  the  st4  has  receded  inan  the  old  £ 
lust  as  the  canals  have  -  ilted  up.  so.  a-  am-  overtakes  „  „  7’ 

. . s 

W  "»•  »«hto  n,  ,1,,,  . . .  £,** 

""  "I  '-.ill.,  'tin .u: . h  inland  Hr  we  bc'  we 

I1,,’ .‘lS  Heltn  tower,  the  mighn  waters  of ‘the  lost’sea’ 

ringed  whh  1  rh:K  R'"vfaf  C*95o)  is  also 

iliuj 1  -  ,r,,V,S  ',,jnU:’,r  ri'aItMn;  init  'K*  classification  is 

thc'm-Lie  ,  T-  ’T'  ,hn,lI-h"ut  ”  ‘Ints.icaliy  real  and 

of  the  Mile  is  Y|in  7  ^  a<  jUt^ vnuilh  f;u*kcti  ,,n-  Tkc  groundwork 
described  is  I  1°  “'  T  ’  X  n';;,ll;in  st'n^k  anil  farming  life  as 
tlKH:r  ISlTd;>n  ‘  Pr;,r,il'al  ™I*ncncc  of  the  author,  who, 

C  hrist  i-in  K  'V  *  '““"T"  ,hv  ,an‘"us  Pr"*'^<>r  of  philosophy 
of  Silkt V7r  r;V°n  -  in  day.sM<>nobv,africnd 

mn  led  C‘an  V""**  '  'hrk’  ha"  -ver  thirty  years 

Jr  tw  IT/  T  T*  1  '°W"r  Vus,ri;l-  VC'ha*  snndcrs  D/eRosse 
met  Z  n  Tm  C  pc:ls:un  novd  l1n  ,P‘-'r  is  Ac  deeper 

pre^th  n  rrr  tk;.Cnmnmn  "1  Peasant  life,  and  the 

IfNil  fe  ln  farm,  forest  and  village  in  a  lonclv  district 

movls  th  .  f'  f  myth  Pro.vi»^-  what  holds  and 
hypemonhJT^m  *  1C  unt<,i<^nf!  fd  mevitahlc  tragedy  in  the 
stands  om  s  l^T  and  dcmcntaI  P“^«n  in  a  man  who 

lSXh?TK  ^  mCk  °fhiS  i>C:lWlnt  «"***«  as  aninno- 
himself  Iwr  n.  f1CCr  C,CtCrminrUion  W^P*  “11  he  fore  him  till  he  is 
5&Sb3n5  :  suf!T [<>rCC  •  ,hc  ***  «*««»•  or  the  law 
and  a  man  f  t  ^  °  a  >yss‘  dr^an  ‘K  a  P*3'11  man  of  the  people 

of  Greek 
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-  fate  in  the  non-human  sense  —  Urban  is  ruthlessly  ruined  by  the 
devilish  wickedness  of  his  fellow-men;  he  makes  a  pact  with  a 
devil  -  the  innkeeper  who  lends  him  the  money  to  buy  horses  to 
start  his  business  of  transporting  timber  down  the  mountain-side  - 
but  not  with  the  Devil;  he  does  indeed,  in  a  moment  of  desper¬ 
ation,  invoke  any  power  above  him,  good  or  evil,  either  the  Devil 
or  the  other  power,  and  then  all  goes  well  for  a  time;  but  this  is 
more  by  way  of  a  fanciful  addition  of  extraneous  magic,  motived 
by  the  memory  of  pacts  with  the  Devil  in  local  legend,  than  a  set 
pact  with  this  legendary  Devil.  Urban,  as  a  man,  has  all  the  sterling 
qualities  which  should  bring  success ;  he  is  not  brought  to  ruin  by 
love  of  woman  -  patient,  gentle  Barbara,  who  has  been  disinherited 
for  her  love  of  him,  bears  his  children  on  their  lonely  farm  far 
from  doctors  and  midwives,  but  his  steady  love  for  her  is  a  saving 
factor;  his  fate  is  that  deep  down  in  his  nature  is  a  passionate  love 
of  horses;  and  this  is  vividly  and  consistently  woven  into  the  tale 
as  the  motive  force  of  his  grim  tragedy.  If  there  is  indeed  magic 
realism  in  the  novel  it  is  in  the  way  these  horses,  in  body  and 
pulsing  vigour  as  magnificent  as  he  who  drives  them  through  the 
snow  of  hard  winters,  fill  the  landscape  as  the  very  heart  of  the 
action.  Smuggled  across  the  frontier  by  gipsies,  they  are  bought 
and  sold  by  Urban  till  he  is  arrested;  technically  innocent,  for  he 
has  not  crossed  the  frontier,  he  is  guilty  of  cheating  the  revenue 
of  entry  dues,  and  is  condemned  to  pay  a  large  sum,  which  means 
that  he  must  earn  the  money  by  this  perilous  transport  work  while 
his  wife  works  herself  to  death  on  their  farm.  Barbara,  too,  is  the 
victim  of  fate;  she  dies,  in  his  absence,  bearing  their  third  child; 
he  goes  out  then  with  his  team  of  horses  and  drives  over  the  ledge 
of  the  mountain  into  the  abyss.  His  body  is  found;  but  in  the 
forest  above  the  villages  the  story  persists  that  a  turf-cutter  on 
the  mountain-top  has  seen  him  borne  along  at  flying  speed  by  his 
team  of  raven-black  steeds,  with  his  wife  behind  him  -  into  the 
mystery  of  what  lies  behind  this  life  of  toil  and  trouble.  The  four 
short  stories  of  So  lange  es  Tag  ist  (1953),  though  each  differs 
glaringly  in  tone  and  tenor,  explore  the  same  philosophic  concept 
that  all  we  do,  however  simple  it  may  seem,  wells  up  from  the 
deep  sources  of  being  within  us ;  our  actions  are  inevitable,  for 
they  are  our  fate.  In  the  centre  tale.  Milch  auf  Gestein,  Sicily  in  its 
burning  beauty  and  with  its  primitive  peasants  and  their  mode  of 
life  is  described  by  one  who  knows  the  country  from  coast  to 


7‘‘S  -  ^  (K'nn'm  al'th"r  in  classical  lore  meets  as  K 

dmih,  a  mountain  side,  a  girl  coming  d, nvn  with  a  pitchern  ';  a 

lKr  Ik‘i<!  ?•**"  «"■  ^u,t.,rc  front  a  distant  te  U  S 

Cinv<v  w.,h  amphora  and,  he  '.hauler  crave  o' ,  J  t  tj iT^ 
5);‘.v  «’>  *>  in-  meets  her  at  the  same 

who  «s  nothing  to  lK.r.  She  hears  her  lover  from  another  wodcU 

,  ’  *“  d  Whn1'  M’.rs  later,  l»c  returns  mother  and  child ar! 

in  his  quest  In  the  .losing  \,  nolle,  a  chronicle*  of  two  *«£ 

•Ktons  thete  ts  double  tfiep.nmiaei ,  of  mother  and  daughter ‘they 

■  °n  ■  ' miP1'  ‘1’ ,,K:  v'  '»•“  !'ame  in  their  wav  todo’-’yiel/ 

,nh  <‘>  a  ad  on  a  rummer  main,  doing  nature’s  will  and  dying 

«I*"i.d«  vdn  |U;,V  ‘  UUh";"  r,uL  "ini''’  isla^  under 

\  ;  ‘  r  lh(-  •"“•"e  oi  Shh,:  //,;;a/W/,W?(i958) 

J,tl  t!’Ca'  !S.a:Vun  ,lH'  ‘•*'I«rast,  in  tin-  character  of  a  German  who 
tnhc i its  a  Sicilian  -arm,  with  the  natives  who  are  as  hardened  as 
the  volcanic  rooks  that  frame  their  soil. 

icism  in  Z°,  t^  lKCn.a  S,rikinK  rcviviU  "OlomanCathol- 
nce  e  -?  n:!- o  ‘l  'T"""'  aml  h  h:ls  -ai,*d  Iu°mentum 

a,  ven-  G  ‘  .  mi  W'>riti  XV;‘r.  The  most  notable  of  the 

sum  ,  'l  I0*"  1Ut  ',Ur  01  iUlth  is  ,!k"  i,lspiration  and  almost  the 
-  n  and  substance  of  their  new  work  is  i  max  brack  (1885-  ) 

w Huts  mrUtil  T  "\*V-  ”",K'  hv  a  d"sc  lrkml  ol'th<i  h^laxy  of 
the ir  n<’t  T  y  ^hmkm-'  "  ho  made  the  Austrian  literature  of 

SdhniS T ,  T 7  RUkv'  1  ^0,'mannsthal,  Stefan  Zweig, 

German  rV  * U  T"m  1<}ZH  U>  Ir^7  hc  was  ^ rival  docent  in 

S  ":?  die  l  ni\  ersity  of  Palermo  and  then  It  the 

where  *U,  U‘l  unU  ’  111  hc  '-■migrated  to  England, 

himself  bvf  ^  a‘  CVcnin"'  histitutcs.  He  distinguished 

tomclfbj'lym  verse  tn  the  taste  of  the  day:  CMlc  (x9o^).  Das 

(iQzd)  I  7fl/^/’3  1  ‘1S  J l(Mr  l^r  ^‘rntih  (iyiy),  Das  inmre  Leben 

T  (I9J3)  is  thc  ,inal  of  his  verse.  He 

V™tl,J,0raiist  I  his  ,m«fc™y  ii«  rather  in  his  sen- 
scher  Ktrdf  *  °  ,m  'a*  3?  ’  a’S’  for  ’ns,ance,  in  A’/*  I'fcmde  in  kriegeri- 
heart  i/rrm-  W j1\  1  tf!C  c^csPcnUc  pain  of  war-time  in  an  exile's 
tricolour  f!  C-  ^  ,^kinPscs  (,f  harbour  lights  and  the  victorious 
-hU  Wind  that  carrk>s  newsvendor’s 
house  (der  F  5U  l,°  tkc  d‘sUncc>  die  glimmer  of  the  light- 

in  the  firmsm*?*  ’  sPark  °*  love  burning  like  the  star,  far 

“  thC  WmCnt  OTer  »of  yonder.  Here,  as  in  all  that  Felix 
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writes,  the  lesson  is  that  by  divine  ordinance  love  must  unite  those 
who  are  sundered  by  hate.  There  is  a  vast  variety  of  theme,  stretch¬ 
ing  from  the  familiar  tales  of  the  Old  Testament  and  Greek  myths, 
vignettes  of  Italy  and  poignantly  personal  notations  to  odes,  most 
of  which  are  in  the  grand  manner.  There  is  the  same  predominance 
of  Biblical  and  Greek  themes  in  the  dramas,  which  in  form  are, 
like  his  verse,  obstinately  traditional;  Felix  is  indeed,  together  with 
his  friend  Max  Mell,  the  last  German  dramatist  to  remain  faithful 
to  the  verse  drama.  Greek  in  theme  are  Tantalos  (1917),  Aktaion 
(1921)  and  Der  Tod  des  Aischylos  (1946);  Biblical  are  Esther  (1925) 
and  Die  Tochter  des  jairus  (1950),  while  Ein  indisches  Marchenspiel 
(1934)  handles,  in  rhymed  verse  of  varying  length,  an  Indian  fable. 
Kaiser  Karl  der  Frnfte  (1936)  is  a  study  of  monarchical  totalitarian¬ 
ism.  Through  the  drama  runs  Karl’s  famous  boast,  effectively 
varied,  that  the  sun  never  set  on  his  dominions;  and  indeed  as 
German  Emperor,  as  the  ruler  of  the  Netherlands,  Naples,  Hun¬ 
gary,  Spain  with  her  great  colonies  in  America,  and  as  titular  king 
of  Jerusalem,  he  was  speaking  truth.  But  the  leading  idea  is  that 
as  Holy  Roman  Emperor  he  had  the  divine  right  to  rule  the  world; 
6Nur  eine  Sonne  leuchtet  unsrer  Welt\  he  declares.  He  is  of  course 


merely  voicing  the  proud  device :  A.E.I.O.U.  (Austriae  estimperare 
orhi  universo ).  This  doctrine  runs  parallel  with  Karl  s  conviction 
that  in  religion  too  only  one  sun  can  shine,  and  that,  therefore. 
Papal  rule  of  the  world  must  be  God’s  plan.  (There  is  the  same 
reasoning,  in  the  same  terms,  in  the  drama  Irina  und  der  Zar  - 1948 
and  1956  a  study  of  Russian  totalitarianism.)  But  to  a  non- 
Catholic  the  action  of  the  play  proves  the  contrary;  Karl  admits, 
when  Luther’s  articles  are  read  to  him,  that  there  is  substance  in 
them,  and  there  is  also  the  slow  disillusionment  following  defeat 
by  the  Protestants  that  leads  to  the  Emperor’s  retirement  to  the 
monastery  of  San  Yuste  as  we  know  it  from  Platen’s  famous  poem. 
But  the  lesson  intended  by  the  dramatist  is  that  Charles  Quint 
failed  tragically  because  he  did  not  realize  that  not  power,  ut 
love  of  one’s  fellow  men,  is  the  decree  of  God.  One’s  first  urge 
in  turning  to  Beatrice  Cenci  (1937)  is  to  compare  it  with  Shelley  s 
The  Cenci .  Both  poets  keep  to  the  main  lines  of  the  story  ;  the  main 
difference  is  that  whereas  Shelley  condones  nothing  m  his  picture 
of  sixteenth  century  beastliness  in  Italy  and  brings  out  the  venality 
of  the  Papal  Curia,  Felix  Braun  tends  to  tone  down  his  motivation, 
psychologically  convincing  though  it  is,  and  to  make  his  denoue- 


,,ium  ^  HM  AX  LJ  n,  H  \1TRE 

„,a,  „ 

dramas:  /.•<•-»;  I  c, ,  ,  ■,  .  uhn  ais  other 

ii  '  ?  t  "  uf  ■C^rl  s  nivmt»;s  in  Act  TV  rvf 

.  cl.uy  s  play  Imuii.m  nindcrnilt  wliicii  js  a|;  „  °f 

Braun  a  . c.„rkv\  o,„,issi„„  a5  lr! 

Bltlu  r,  nun,  l,u  had  rap,  ,1  h„,  R ,ir  \ , , "V  k“ 

mw  around :  d< nw  Hal, in  i.uiiiue  ia  ,1,,, , |,a  wi,  p  A 

f*.  '"r  "v  “u'  earlier  dramas  t.  ,'„r  ZST 

''  ",Vu!'1"1  >!»•  dramatic  mood 

. . 

,,,,,  ;  .  .  "  'J  ln  r'x  r-  I"  line.  Rudolf  dcr  Stifter  is 

•  hat  Archduke  Austria  „l,„.  Uuvccn  a„d  ,,f„,  jnrtJ^ 

; ""f; ai„„,i,,  ria u of S 

::,v  lt,,"un  f">rr - « *«*•. . r 

to  he  because 'h-V  V  .’A  (,“C  ’un‘k'r'  [>{  Austrian  greatness 
fittin.r  that  in  I  i*”  i  '  ^  l’U"'C<''n  aIU  PI;in,K'‘i  <h  and  therefore  it  is 
nhe  r  ?  U  I,,onK-n!s  lw  deelaitn  :m  inspired  pro- 

phuu  v,s,on  of  Austria  through  the  ages,  upwards  to  its  apogee 

its  gradua^dedm’  Vifv"  '!"l"mi"ns  n{  Chld^  V  and  then 

cathedral  <T,  ^  ’*  !ai,i  was,t‘  hv  h‘>mh*  ^  his 

f tiff  i: "  *  '  V,  r41  un;  Us  "w  In  ;in  «ntcrprctarive  prose  Vor- 

TllC  dnlni:lti(-  conflict  Is  double: 
II  and  between  * T  l  ^  'UXCIlll>urg  l-.tnpernr  in  Prague,  Albrecht 
brechtl  f  i  Rut  oll.smd  h,s  hhcon-eved  wife  Katharina,  Al- 
I’  'Wh,S  fl,r  lKT  f:l,k'r’  n"‘  *‘»  much  because 

is  nominal  and  sbAVdSess'0  C'"7’ AVT'T1"0  natxi^ 

brouo-bf  m  t  .)  rf,  1 ‘‘■llcass,  while  Rudoll  has  peasant  girls 

palace  of  the  Visconti  in  vn"^  is,fant‘irul  IuU  impressive:  in  the 
the  toils  of  the  f  Mian'  whtrc  K:ul):irin:l  «nds  Rudolf  in 

fesses  to  and  is  W  P‘l,SSIOn:Uc  daughter  of  the  hou.se,  he  con- 

of  immortality  -  Petrarch’' n^'  b>’ thC  aUfe0le 

life,  who  confesses  to  hi’  °rdatne<I  but  living  a  worldly 

desired  not  wV  u  Pcnitcnt_  that  bis  own  sin  -  to  have 
Novellen  and  Ip  A  >CCn  as  futiic  as  Rudolf’s  lust  for  power. 

,OBcn in  yt- r 

series  of  the  Ausmmhlte  \VeZ  it  95?’  wh,-Ch  18  fitted  int0  the 
could  ill  be  .n.t.n  tl  f  ef' ^cre  arc  omissions  of  tales  which 
be  spared,  rhese  Novellen  arc.  whether  for  better  or 
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worse,  distinctive,  both  for  their  softly  gliding  style  which  elimin¬ 
ates  all  rough  notes,  and  for  the  Neo-Catholic  reshaping  of  the 
myths  and  legends ;  certainly  Attila ,  another  ambitious  attempt  to 
epicize  in  prose  the  Nibelungensage ,  sacrifices  all  the  dramatic  vigour 
of  the  Heldenlieder  as  we  know  them  in  its  remoulding  as  a  myth. 
Attila  is  the  son  of  a  spirit  demon  and  is  himself  a  spirit  with  no 
flesh  and  blood,  as  are  all  the  Huns  he  summons  from  the  kingdom 
of  the  dead.  And  yet  he  marries  Kriemhild  and  has  a  child!  There 
may  be  some  allusion  to  the  ravaging  hosts  of  today,  especially 
since  Attila  is  vanquished  only,  when  at  the  end  of  the  long-drawn- 
out  slaughter  of  the  Nibelungs,  Dietrich  von  Bern  holds  before 
his  eyes  an  iron  cross  and  by  relating  the  life  of  Christ  teaches  the 
heathen  a  word  new  to  him:  sacrifice.  A  much  higher  level  is 
reached  by  those  stories  which,  like  Die  vergessene  Mutter  (in  its 
way  a  masterpiece),  touch  the  heart  by  their  simple  pathos.  Of  the 
novels,  Die  Taten  des  Herakles  (1921)  swathes  the  myth  of  Hercules 
in  a  blanket  of  Christian  mysticism;  the  deeds  of  the  Greek  demi¬ 
god  are  ingeniously  fitted  to  the  formative  experiences  of  a  young 
Roman  patrician,  who  in  Greece  meets  St.  Luke  and  his  disciples, 
is  converted,  and  perishes  in  his  fight  with  a  Numidian  lion  in 
Nero’s  circus.  Austrian  through  and  through  is  Agnes  Altkirchmr 
(1927;  new  edition  1957  as  Herbst  des  Reiches),  which  unrolls  the 
ruin  of  Austria  between  the  years  1913  and  1919.  The  conviction 
that  this  national  ruin,  which  threatens  from  without  and  within, 
can  be  remedied  only  by  religion  is  obviously  the  driving  force  of 
Felix  Braun’s  work  of  recent  years.  Der  Stachel  in  der  Seele(i^  o)  is  an 
endlessly  winding  interpretation  of  Catholic  doctrine,  a  Dantes que 
vision  of  a  Purgatory  here  below.  The  inspiration  of  the  dream¬ 
like  prose  of  Brief e  in  das  Jenseits  (1952.)  is  that  we  all  have  com¬ 
muning  s  with  our  dead  loved  ones;  here  the  communings  are 
shaped  in  epistolary  form,  which  allows  commemorative  record¬ 
ings,  and  has  thus  autobiographical  interest.  There  had  been  an 
autobiographical  fundament  in  Der  Schatten  des  Todes  (1910),  there 
is  at  least  the  first  part  of  the  poet’s  autobiography,  the  story  of 
his  youth,  in  Das  Licht  der  Welt  (1949)*  The  title  is  revealing:  the 
dark  night  of  the  soul  is  dispersed  by  the  Saviour,  the  Light  of 
the  World.  We  have  the  obsession  of  this  image  once  again  in  Die 
dunkle  Nacht  der  Seek  (1952),  possibly  the  loveliest  translation  in 
any  language  of  the  mystical  lyrics  of  St.  John  of  the  Cross,  which 
centuries  before  had  inspired  the  Trut%  Nachtigall  of  Friedrich  von 
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Spec.  As  a  critic  and  essayist  Felix  Braun  is  represented  by  Ver- 
kUuuageu  (1916)  and  Deutsche  (nisUr  (1925);  of  particular  interest 
ate  the  essays  oi  Das  wnsischv  I  Mud  (19s  a),  in  which  there  is  a  dis¬ 
cussion  ol  the  diflerences  bet  ween  the  literature  of  hire  land  of  the 
Muses’  -  that  is,  Austria  and  that  of  \urfh  Germany. 

r r a nx  nabl  (1885™  )  is  in  the  very  iirst  rank  of  the  Austrian 
novelists  of  to  da} ,  He  startds  apart  Irom  his  fellow  novelists  in 
various  ways:  for  one  thing  his  narration  moves  more  slowly  and 
with  a  certain  air  of  deliberation  and  solidity,  and  all  is  quietly 
evolved.  It  is  not;  easy  to  define  his  pedigree ;  he  is  general!}'  classed 
as  in  the  line  of  Softer;  for  this,  however,  there  is  too  great  an 
intensity  of  psychological  probing.  (  ritics  indeed  stress  his  Tiefen - 
psychologic  -  that:  is,  he  gets  deeper  into  the  mind  of  his  character 
than  is  the  common  rule  in  the  ps\  cho- analytical  novel;  hut  in  a 
letter  to  me  he  says  he  never  heard'  the  term  /  lefeupsychologie  until 
a  few  years  ago  a  Viennese  dissertation  snowed  in  on.  him  in  which 
he  was  so  ticketed;  and  he  counters  this  by  say  ing  that  his  favourite 
author  is  Dickens.  He  is,  it  is  true,  miles  apart  from  Dickens  in 
that  his  endings  in  his  first  great  novels  at  least  are  tragic  rather 
than  happy;  but  in  his  fiction  we  do  get  as  in  Die  Orfliehschen 
rrauen  -  the  Dickensian  device  ol  assembling  and  grouping  to¬ 
gether  of  the  characters  for  the  finale.  His  humour,  too,  which 
critics  point  to  as  one  ot  his  main  features,  lies  rather  in  his  grimly 
ironical  presentation  ol  both  character  and  situation.  As  regards 
foreign  influences  there  is  the  consideration  that  he  was  never  able 
to  learn  foreign  languages;  and  he  tells  me  that  he  has  had  to  read 
Dickens  in  a  frayed  edition  inherited  from  his  grandfather.  There 
is,  too,  a  provincial  stamp  on  his  work,  though  Vienna  comes  in; 
and  tins  is  more  due  to  his  congenital  feeling  that  he  is  at  home 
and  himself  in  the  uplands  of  Styrisi.  Born  at  Lautschin  in  the 
Bohmerwald,  he  was  brought  up  in  Vienna;  but  he  has  settled  in 
Gm.  After  early  experiments  in  the  traditional  vein  he  reached 
u  maturity  in  0  dhof  (1911),  a  novel  which  by  its  sweep  of  events 
fn  f-”S  j0ncfntratec^  delineation  of  one  character  driven  to  doom 
by  his  dominant  passion  is  a  veritable  prose  epic.  The  hero  is 
Jo  annes  Arlet,  who  by  sheer  ability  wins  his  way  to  wealth  as  a 
townsman;  he  is  a  self-assertive,  aggressive  egoist  ( Icbmnscb ,  Kraft- 
menscb  Herrenmensch  -  to  group  the  critics’  terms),  who  tyrannizes 
OTer  s  arnily.  After  the  death  of  his  first  wife  he  moves  from 
e  city  an  buys  an  estate  in  the  Voralpen,  the  Odhof  (the  name 
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is  symbolic) ;  and  here  in  the  elemental  forces  of  the  Alpine  land¬ 
scape  -  raging  torrents  and  forests  bending  in  the  wind  -  we  have 
by  symbol  the  outer  expression  of  his  forward-rushing  strength 
of  will.  His  son  commits  suicide,  and  in  the  end  he  is  the  victim  of 
his  own  morbid  determination  to  dominate  all  about  him.  Odhof  is 
thus  a  Familienroman  in  its  outlines ;  but  it  marks  a  new  genre  by 
reason  of  its  intensive  study  of  the  lust  of  possession  (Herrs chsucht) 
in  a  male;  or,  as  the  critics  say,  it  is  mdnnlich ,  whereas  the  next 
novel.  Die  Ortliebschen  Frauen  (1917),  may  by  way  of  contrast  be 
classed  as  weiblich.  The  first  and  far  better  title  (because  symbolic 
of  the  inner  meaning)  was  Das  Grab  des  Lebendigen ,  but  this  was 
objected  to  in  Nazi  days  as  pessimistic,  and  had  to  be  altered.  This 
second  novel  is  more  complex;  there  is  much  more  in  it  than 
possessive  passion  in  the  dominating  character,  the  very  demon  of 
the  story.  This  is  Josefine,  the  elder  daughter  of  a  minor  public 
official  in  Vienna,  who  has  died  leaving  his  wife  in  straitened  cir¬ 
cumstances  with  two  daughters  who  have  left  school,  and  a  crip¬ 
pled  son,  Walter,  who  is  still  at  school.  Josefine  with  her  iron  will 
rules  over  the  household  from  the  time  her  father  dies ;  what  might 
be  her  saving  quality  is  her  overweening  possessive  love  of  her 
brother.  She-devil  as  she  is,  she  prevents  her  younger  sister  Anna 
from  marrying,  though  the  prospective  bridegroom  offers  to  take 
charge  of  the  whole  family.  The  boy  is  patronized  by  die  alte  Dame 
(her  name  is  not  given),  whose  gardener  had  been  the  Ortliebs5 
grandfather.  Walter  is  allowed  to  play  music  with  die  alte  Dame’s 
granddaughter,  Olga;  they  have  their  little  concerts  in  the  man¬ 
sion;  but  Josefine,  jealous  of  Olga,  puts  an  end  to  what  might 
have  developed  to  a  romance.  And  when  Josefine  finds  that  Walter 
is  meeting  a  girl  clerk  at  the  bank  where  he  is  now  working  she 
locks  him  up  in  a  cellar  until  a  charwoman  informs  the  bank 
manager,  who  sends  the  police.  Josefine  then,  when  the  pistol  she 
was  carrying  in  her  pocket  has  been  taken  away,  hangs  herself. 
The  mother  dies  of  heart  failure.  The  cellar  adumbrates  the  ori¬ 
ginal  title.  Das  Grab  des  Lebendigen ,  but  the  symbol  embraces  the 
whole  family.  For  the  critic  the  problem  is :  is  this  melodrama,  or 
is  it  Tiefenpsychologie  ?  It  is  possible  to  argue  that  Josefine  is  a  tragic 
character  driven  by  one  consuming  passion,  and,  as  such,  as  dra¬ 
matically  convincing  as,  for  instance,  Phedre.  Before  she  hangs 
herself  we  find  her  crying :  ‘Walter !  Mein  Walter !’  What  motivates 
the  tragedy  is  repressed  sex  feeling.  There  are  elements  in  the 
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novel  that  are  experimentally  new;  thus  the  name  of  the  family, 
the  Ortliebs,  is  revealing:  it  means  that  in  this  novel  there  is  Ort- 
losigkeit  to  convey  that  human  frailties  and  passions  do  not  need 
localising.  There  is  also  to  some  extent  \amenlosigkeif\  the  names 
of  some  of  the  characters  are  not  given.  If  the  novel  is  to  be  classed 
as  a  tragedy  of  intensified  frustration  then  Nabl  has  been  successful 
in  his  blend  of  genres.  It  is  Dickensian  in  so  tar  as  the  subsidiary 
characters  tend  to  be  grotesque,  and  in  so  far  as  at  the  end,  after 
Josefine’s  suicide,  the  surviving  characters  are  gathered  together 
and  that  there  is  a  prospect  of  a  happv  ending.  Die  Galgenfrist 
(1921)  is  the  storv  of  a  rich  malade  in/agina/re,  Met  Gluckliche5, 
who,  spoilt  by  his  upbringing  and  with  no  courage  to  face  life, 
turns  himself  into  his  own  enemy.  There  is  again  the  Ichs/icbi  of 
Johannes  Arlet,  but  here  it  burns  inward  and  consumes  this  weak- 
willed  Felix.  The  innovation  here  is  the  1  * onrori ,  in  which,  ironic¬ 
ally  toned,  the  author  introduces  his  characters  (his  "  PnppenkJnded) 
one  by  one  to  the  reader  and  reveals  the  solution  without:  detract¬ 
ing  from  the  dramatic  tension  with  which  the  book  is  read.  There 
is  a  new  turn  in  Nabfs  handling  of  human  fate  in  that  after  hard 
trials  there  is  an  acceptance  of  life  (l  AVaislnjahmn})  when  Felix 
learns  that  a  human  being  must  be  a  link  in  the  chain  of  the  com¬ 
munity.  Bin  Mann  von  gesivrn  (1955)  once  again  handles  the  re¬ 
lationship  of  the  individual  to  the  community  lie  lives  among. 
The  hero  is  again  a  man  favoured  by  fortune,  who  voluntarily 
assumes  burdens  for  the  sake  of  others.  It  is  everywhere  admitted 
that  Nabl  is  a  master  of  the  Novelle  and  the  shorter  story;  the  best 
of  them  are  collected,  with  the  exception  ot  Dvr  I  '/aid  (1937),  in 
Johannes  Krau/%  ( 1 94 H).  The  finest  of  the  tales  is  Die  Kindernovelk , 
which  probes  the  state  of  mind  of  a  girl  of  thirteen  and  a  boy  of 
fifteen.  Nabl  tried  his  ’prentice  hand  at  drama:  II  e/he  (1905), 
R equiescat  (1905).  7 "rieschuhel  (1925)  had  its  run  of  success  on  the 
German  stage.  The  comedy  Sddehfmrhsel  ( 1 928)  plays  with  the 
idea  of  social  changes  which  are  incompatible  with  the  God-given 
order  of  things.  Sieirische  I .ehamvamilung  (1938)  sketches  Nabl’s 
autobiography,  but  is  filled  in  with  loving  descriptions  of  Styrian 
landscape  and  its  people.  There  are  autobiographical  sketches, 
too,  combined  with  the  tales  and  essays  of  Das  R asenstuck  (1955)? 
published  on  the  occasion  of  the  author’s  seventieth  birthday. 
Valuable  is  the  Nachwort  which  gives  a  short  account  bv  a  friend 
of  NabFs  life. 
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ALEXANDER  lernet-holenia  (1897-  ),  Viennese  born  and  bred, 
but  of  French  extraction  on  his  mother’s  side,  is  one  of  the  most 
versatile  and  prolific  writers  of  today.  He  belongs  to  existentialism 
in  the  sense  that  his  work  is  prevailingly  (but  not  ostentatiously) 
doppelbodig;  that  is,  there  are  two  levels,  but  the  lower  one  is  not 
bared.  As  a  dramatist  he  has  given  the  critic  a  handle  by  his  own 
description  of  the  mass  of  his  work  as  handfeste  Tbeatralih,  that  is, 
framed  with  malice  prepense  to  entice  the  expectant  public  beyond 
the  box-office.  He  began  in  expressionistic  vein  with  yet  another 
Demetrius  venture  on  the  grand  scale,  that  Czar  tragedy  which 
Schiller  and  Hebbel  had  attempted  but  left  unfinished.  He  aims  at 
a  high  level,  too,  in  his  three  one-act  plays  Saul,  Alkestis,  Lepanto 
(1946).  He  owes  his  great  vogue,  however,  to  a  long  range  of 
light  comedies  sparkling  with  venturesome  wit  that  glides  over 
their  biting  irony ;  the  titles  of  some  of  them  are  indicative  -  Erotik 
(1927),  Liebesnachte  (1932),  Die  Frau  des  Potiphar  (1934).  His  fiction 
may  be  less  sensational  but  more  fanciful,  or  even  far-fetched,  as 
in  Mona  Lisa  (1937),  in  which  a  nobleman  falls  in  love  with  the 
famous  face  on  the  picture  and  goes  to  rack  and  ruin.  Where  he 
takes  his  themes  from  periods  of  history  -  and  here  as  in  his  plays 
he  ranges  through  the  wide  world  -  his  ironical  handling  is  apt  to 
falsify  verisimilitude,  as  in  several  of  the  Novellen  of  Die  Wege  der 
Welt  (1952),  or  as  when  in  the  novel  Der  Mann  im  Hut  (1937)  the 
hero  and  his  companion  in  their  search  for  the  grave  of  Attila 
come  across  the  grave  of  the  Nibelungs  and  the  saga  is  re-told. 
In  the  best  of  his  novels  there  is  a  metaphysical  undercurrent,  as 
in  Der  Graf  von  Saint  Germain  (1948),  the  story  of  a  Viennese 
industrialist  who,  in  1933,  fells  into  the  hands  of  the  Gestapo,  or 
in  Die  Abenteuer  eines  jungen  Herm  an  Polen,  which,  with  the  muted 
notes  of  tragedy  weaving  through  its  staple  of  comedy,  is  probably 
better  than  his  more  famous  novel  Die  Standarte  (1934)^  ^  discreet 
variant  of  Rilke’s  Cornet.  This  latter  novel  was  filmed  as  MeinLeben 
fur  Maria  Isabell.  The  rogue  tale  Derjunge  Moncada  (1950)  with  its 
picturesque  Spanish  colouring  is  a  rendering  of  Die  spanische  Komo- 
die  (1948).  There  are  fine  qualities  in  Lernet-Holenia’s  lyric  verse, 
in  which  the  influence  of  Holderlin  and  Rilke  is  clear  at  a  glance. 
In  Die  goldene  Horde  (1933)  ^  learned  sock  is  on;  he  sings  of 
Achilles  and  Priam,  of  the  Crusades,  of  Dante,  and,  characteristic¬ 
ally,  relieves  the  heavy  strophes  of  his  classical  themes  by  such  a 
lightly  lifting  internationalized  medley  as  Neumexikanischer  Schlager- 


5  2  ^  H  R  x  Cr  K  H  \f  AN  LI  T  K  R  A  'IT  R  E 

komprmht  (with  rhymes  such  us  Ship  -  Colts,  Dels  -  Hotels']  •  thk 

p.,,m  ;„ui  the  I, tev  v„i„d  Uv  / >t-, ^ 

*“  1»'*w  murder  can  he  callously  brought 

up  to  date  Indeed  the  most  memorable  oi'these  new-toned  poems 
are  clcgamh  sensa, tonal,  and  this  holds  pood  of  Biblical  poeiJ! 
Dvr  He  blenu/tsche  kmhrmnrd  tor  instance,  which  converts  the 
>ospc text  into,  he  plam  rep,  .nit  no, fa  newspaper  correspondent 

Indeed  in  all  the  Uric  verse  of  this  ‘most  Austrian  of  Austrian 
poets  there  is  this  striving  for  a  new  poetic  notation  of  ultra" 

dnltT”  IC°nCrP,S  Sm  r,m'ci,h-ln  ,^',^('cwi)vc*»ee,gBa 

(md  the  long  hues  and  heavy  rhymclcss  rh,  thms  of  the  neo-classical 
schoo  ;  the  sense  ot  the  titular  poem  is  that  we  are  returning  as 
out  ultia-rcf  moment  decays  and  science  takes  the  helm,  to  pre- 
civihzation  to  the  hie  oi  the  Titans;  the  world  is  to  he  re-created 
because  all  that  was  revered  has  crumbled.  Tin's  mastery  of  moods 
plat  iul  or  pseudo-solemn  runs  through  die  rest  of  Lernet-Holenia’s 

w  Das  Cebei/nuis  Sank:!  Michaels  (mz-b 

J  me  Ceduhte (1945),  He  Tn,pbae  (1946),  Cnrmankn  (1946),  Das 

1  em  (1949).  He  is  a  fine  craftsman,  hut  lie  is  contriving  and  con¬ 
structive,  not  swept  by  feeling. 

I  he  most  important  work  of  imrxo  wooim  (rRyz-  ),an  Austrian 
from  Carntola,  is  a  trilogy  of  novels  which  describe  the  break-up 
ot  the  old  Austrian  Empire  with  the  defection  of  the  South  Slav 
U)}l;  DdS. 7Var  d‘!s  1932;  I  Meder  Kaiser 

,  1  r/Z ’ £  KSC  Wcrc  Pu!,^sllc<-1  in  1952  in  one  volume  with 

the  title  Du-  Ihrone C  )f  his  lighter  fiction  Der  Ln<>ner  (1949), 

e  1  e  story  cr  a  successful  liar,  reads  like  a  preliminary  study  of 
h^ptoblcmatic  Scbatten  der  Macht  (i949),  an  anthological  roping 
^  °  cxamP  cs  ^rom  world  history  over  5,000  years  of  the 

abuse  of  power ;  this  is  inevitable,  runs  the  lesson ;  the  whole  range 

to  APPart*n,  I>-  Brchm’s  purpose  is 

^  °f  ^  Pak  *  «"*“*»*  ^ 

a  nZlMAURUS  mNTANA  (l889‘  horn  in  Vienna  as  the  son  of 
Austria  tr n>  ran  VS  a<i  °nC  t^1C  PIonc>crs  °f  expressionism  in 

iC.  f°re  With  his  Hnrechm  (*9x8;  in 

theticallv  r/  Cn 4  77f  ^£S  NtA/A  a  novel  which  sympa- 

cw1^dfSv  bCS  tberllfC  °f  the  lowcr  dasses  in  Serbia! 

^Elephantine  (I9z4;  in  i947  rcchristened 
Catastrophe  am  Nil)  are  a  motley  collection  of  international  adven- 
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turers,  and  the  action  is  climaxed  with  the  bursting  of  the  Nile 
dam  and  a  revolt  of  the  Nubians,  but  Europe  is  intended  with  the 
breaking  through  of  a  new  epoch.  There  is  the  same  clash  of  two 
periods  in  the  sensational  action  of  Gefangene  derErde  (1928)  before 
and  after  World  War  I.  Der  Wegdurch  den  Berg  (1936)  centres  round 
the  breaking  through  of  the  St.  Gotthard  tunnel;  thematically  it 
belongs  to  the  genre  of  novels  which  celebrate  the  triumphs  of 
science  (pp.  69,  368),  as  does  also  Atem  desFeuers:  Homan  der  Gas- 
Energie  (1954)-  The  heroine  of  Der  Engel  der  Barmher^igkeit  (1950) 
is  Florence  Nightingale ;  in  his  sufficiently  authenticated  chronicle 
of  her  life  from  childhood  right  to  the  end  she  is  not  so  much 
an  angel  as  a  problematic  figure  with,  in  her  mature  stages,  an 
emphasized  leaning  to  Roman  Catholicism.  With  the  exception  of 
Florence  the  characters  of  all  grades  suffer  from  a  frustration  which 
can  hardly  be  classed  as  British.  And  common  soldiers,  who  kiss 
her  shadow  as  she  passes  along  the  wards,  are  grateful  to  her  for 
restoring  the  afternoon  tea  of  their  civilian  life. 

carl  pidoll  (i 888-  )  -  in' full  Carl  Freiherr  von  Pidoll  -  is  a 
typical  Austrian  of  mixed  race:  his  mother  was  a  native  of  Luxem¬ 
burg,  while  his  father  was  the  scion  of  an  old  military  family  in 
Austria.  He  is  a  composer  and  conductor  as  well  as  a  novelist. 
There  are  autobiographical  reminiscences  in  the  family  ramifica¬ 
tions  of  the  hero  of  his  novel  Augustinus  Duroc  (i  948),  a  tale  written 
in  the  first  person  ( 'Ichroman )  during  the  debacle  of  1945  and  looking 
back  over  sixty  years  of  a  life  spent  as  performing  musician,  com¬ 
poser,  business  man  in  the  United  States ;  it  is  Pidoll’s  own  life  of 
a  far-travelled  man,  with  intimate  experiences  of  Chinese  life  and 
with  a  keen  perception  of  whatever  may  be  regarded  as  good 
in  Chinese  religion  and  philosophy.  The  novel  has  experimental 
interest :  life  on  two  planes  is  contrived  by  the  simple  device 
of  interlarding  chapters :  the  life-story  from  its  beginnings  runs 
through  one  series  of  chapters  each  of  which  is  followed  by  one 
with  the  physical  experiences  and  the  mental  reactions  of  the  post¬ 
war  years.  But  the  narration  of  facts  is  not  the  main  purpose  of 
the  book;  this  is  to  ventilate  the  problems  of  today,  principally 
those  of  religion  and  politics.  The  book  is  thus  rather  a  potpourri 
than  a  Musikerroman,  which  is  the  title  claimed  for  it,  as  it  is  for 
the  previous  novel,  Boemo  Divino  (1943)-  The  narrator’s  religious 
faith  has  itself  a  reasoned  acceptance  of  life  (‘  Ja-Sagen  epm  Lsben  ), 
and  this,  in  still  greater  measure,  is  the  mood  and  meaning  o 
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PiclolPs  best-known  work  [  Srk/uugeues  Spiel  (1950),  a  vie  romancee 
with  more  truth  than  romance  and  basical!}'  a  masterly  interpre¬ 
tation  of  Beethoven’s  character,  music,  thought,  and  religious 
feeling,  flanked  by  a  telling  presentation  of  Austrian  life  during 
the  period  of  the  composer’s  heroic  life  and  with  side-lights  on 
other  contemporary  musicians.  Not  the  least  interesting  section 
of  the  book  is  that:  in  which  Beethoven’s  sturdy  independence  in 
the  social  sense  is  contrasted  with  Goethe’s  comparative  subser¬ 
vience  to  ruling  princes.  Beethoven  stands  out  from  this  book 
as  one  of  the  finest  characters  of  history  and  as  a  freethinker  -  of 
a  sort  -  with  a  deep  religious  faith  in  a  God  firm!}"  fixed  by  ele¬ 
mental  logic  beyond  the  world  of  appearances.  Another  Austrian 
Beethoven  novel  is  '/chute  Symphonic  (1952)  by  the  well-known 
Viennese  music  critic  and  dramatist  otto  hut/  beer  (1910-  );  the 
interest  lies  mainly  in  the  description  of  the  composer’s  physical 
exhaustion  and  embittered  state  of"  mind  after  completion  of  the 
Ninth  Symphony. 

After  Carossa’s  Kimlheit  uml  Jngend  joske  lkitgkb’s  (1897-1952) 
Das  unversehrte  Jahr  (1948)  is  the  loveliest  story  of  childhood  and 
youth  in  recent  literature.  This  Chnmik  e/uer  Kimlheit  (as  the  sub¬ 
title  reads)  records,  like  so  man}’  German  autobiographies,  the 
thrill  of  first  communion  and  the  evolving  experiences  of  school 
life,  and  runs  on  to  the  school-leaving  age;  the  outbreak  of  the 
First  World  War  is  imminent.  'I  he  district  lies  near  Innsbruck, 
where  Leitgeb  lived,  and  'Tyrolese  life  is  described  with  intimate 
realism  tempered  with  fine  poetic  feeling  and  relieved  by  a  delight¬ 
ful  humour  that  never  descends  to  coarseness  and  brutality.  The 
book  is  hardly  to  be  classed  with,  the  South  German  Bauernnovelk: 
the  boy’s  father  is  a  railway  official,  and  the  contacts  arc  rather 
with  cultural  avocations,  the  outlook  being  that  of  a  lyrically 
attuned  youth  with  feelings  quivering  forward  to  the  most  delicate 
expression  of  colouring  and  symbol.  'There  are  the  same  subtle 
rhythms  and  the  same  delicately  toned  response  to  the  shifting 
moods  of  nature  in  Leitgeh’s  book  of  essays  Von  Bitumen,  Blumen 
und  Musik  (1947)  and  in  the  prose  of  7 >/;//;/,  ()  Augen  (1942). 
There  is  a  considerable  autobiographical  fundament  in  the  novel 
Christian  md  Brigitte  (1938):  a  teacher  who  has  served  in  the  war 
(Leitgeb  was  a  teacher  after  the  war  and  rose  to  be  Stadtschul - 
inspektor )  comes  to  an  Alpine  village  and  here  finds  love  and  his 
true  self.  Kinder/ egende  (1934)  is  the  tale  of  another  'Tyrolese  boy 
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who,  in  the  seventeenth  century,  is  put  to  death  as  a  ‘Hexer’. 
Mastery  of  form  is  one’s  first  impression  from  reading  Leitgeb’s 
Verse:  Gedichte  (1922),  Musik  der  Landschaft  (1935),  Vita  somnium 
breve  (1943),  Lebens^eichen  (1951),  Sdmtliche  Gedichte  (195  3).  Though 
he  pays  tribute  to  Walt  Whitman  and  Trakl  he  is  consciously  tra¬ 
ditional  in  theme  as  in  form,  and  in  his  deepest  musings  he  is  always 
crystal  clear.  There  is  an  uprush  of  tragic  feeling  in  Lebens^eichen , 
his  last  book  of  Verse,  in  which  -  in  the  pressure  of  his  own  ex¬ 
perience  (he  served  as  an  intelligence  officer  in  the  Ukraine)  -  he 
lashes  out  at  the  folly  and  fury  of  war.  He  records  his  impressions 
of  the  Ukraine  in  Am  Kande  des  Krieges  (1942);  and  his  Funf 
Er^ahlmgen  (195 1)  have  the  same  factual  fundament. 

rudolf  hen&  (1897-  )  is  very  prominent  in  the  literary  life  of 
Vienna,  both  as  a  prolific  writer  and  as  the  director  of  programmes 
in  the  Ravag  (Radioverkehrs-Aktiengesellschaft).  In  his  lyric  verse 
(Lieder  eines  Heimkehrers ,  1919;  Enter  Brudern  und  Bitumen,  1929; 
Doblinger  Hjmnen  (1935);  and  the  selection  Wort  in  der  Zeit,  1945) 
he  ranges  from  free  rhythms  -  winged,  to  begin  with,  with  expres- 
sionistic  fervour  -  to  formalist  metres;  the  latter,  however,  par¬ 
ticularly  his  distiches  and  terze  rime,  sometimes  only  read  true  to 
pattern  if  fixed  accentuation  is  discarded  in  favour  of  phonetical 
emphasis  and  free  syllabic  division.  Der  Turm  der  Welt  (1951)  is  a 
heroically  laboured  monumental  epic  which  shows  the  present 
with  its  wars  and  the  collectivization  of  the  masses  as  a  world 
ripening  for  judgment.  In  his  novels  art  looms  large;  many  of  his 
chief  characters  are  painters;  and  in  particular  the  unnamed  nar¬ 
rator  of  Begegnung  im  September  (1939)  is  not  merely  a  painter  but 
is  palpably  a  self-portrait  of  Henz.  One  term  of  Henz’s  which 
serves  to  inculcate  the  doctrine  of  being  something  is  Besonderheit  - 
-  the  quality  of  besondere  Menschen ;  and  what  gives  Begegnung  im 
September  its  peculiar  mark  of  distinction  is  the  number  of  its 
characters  with  special  qualities  of  mind  and  personality,  and  the 
range  and  variety  of  their  Besonderheiten.  The  outer  frame  of  this 
very  complicated  story  is  Runs tges c hicht e ;  and  there  is  also  much 
play  with  Volkskmde ,  though  here  there  is  a  touch  of  irony.  Henz’s 
historical  novels  {Der  Kurier  des  Kaisers,  1941;  Der  grosse  Sturm: 
Lebensroman  Walthers  von  der  Vogelweide,  1943 ;  Peter  Anich,  der  Stern- 
sucher,  1946)  are  adequately  documented,  but  tend  to  lose  historical 
veracity  because  of  the  author’s  insistent  didactic  modernity.  O 
his  dramas  DerBusser(i\ 954)  is  on  the  Gregorius  theme  and  follows 
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Hartmann  von  Auc.  Kaiser  Joseph  ckr  Zwei/e  (i 937)  js  the  tragedy 
of  that  Austrian  emperor  who  trial  to  introduce  the  forms  of 
French  enlightenment;  this  was  the  time  when  the  Pope  himself 
aghast  at  the  intoads  ot  progress,  went  to  \  ienna  to  bring  the 
Jvmpcror  to  heel.  'Hie  lesson  conveyed  is  that  God  dictates  -  by 
the  mouth  of  the  Ghureh.  * 

sikcerieo  mu  Itiiau;  (1901-  )  is  another  prolific  writer  who  has 
a  distinguished  place  in  the  litcran  life  of  Vienna  today.  It  helps 
in  the  appreciat  n  >n  oi  his  works  h  one  remembers  that  he  has 
risen  from  the  ranks:  his  lather  was  a  railway  employe,  his  grand¬ 
mother  a  hook -pedlar  who  tramped  1mm  the  German  Bohmer- 
wald.  1 1  is  first  novel  is  Sa/~  urn!  Hrof  (1935),  the  most:  detailed  and 
infotmal i\  e  of  those  works  of  fiction,  which  picture  Austria  in  the 
war  years  1914  to  1918.  The  hero  is  an  awkward  Gymmsiastviho 
realizes,  as  the  I unpire  falls  to  pieces,  that  the  only  hope  for  his 
count n  men.  is:  nicht  Jew  I'neden  erf/egt uy  das  1  Men  lichen  mid  an  den 
Kampj  idauben,  and  that  redemption  must  come  from  great  person¬ 
alities  and  not  from  the  collective  grouping  ol  demagogic  masses. 
In  two  other  novels,  Die  baric  Vrmdc  (19*8)  and  Die  )  Me,  die  nicht 
brennt  (1940)  breiherg  continues  the  family  chronicle  begun  in 
Safy  und  Brofy  though  only  in  so  tar  as  younger  members  -  the 
Pikers  in  particular  -  are  protagonists.  There  are  autobiographical 
elements  in  the  trio  of  novels;  for  instance,  Paul  Piker  is  a  railway 
employe.  I  he  three  novels  together  thus  ••  since  they  trace  the 
evolution  ot  the  rise  in  the  social  scale  ot  certain  characters  —  sum 
up  the  social  history  ot  Austria  -  mainly  of  Vienna  -  from  1870 
to  1945.  It  would,  however,  he  incorrect  to  speak  of  The  Pilfer 
fox  th-G  Pikers  do  not  overshadow  the  rest  of  the  characters: 
they  are  typical  of  a  movement  upwards  as  others  typify  a  social 
descent.  Whereas  the  first  two  novels  of  the  Piker  scries  concen¬ 
trate  on  the  life  of  working  people  and  peasant  folk  and  are  for 
the  most  part  built  up  of  reminiscences  of  the  author’s  hard  youth, 
Die  Liebe ,  die  nicht  brennt  portrays  the  life  of  the  better  placed 
classes;  it  is  thus  an  effective  contrast  to  Die  hark  Freude.  There  is: 
nothing  of  the  relentlessly  drab  realism  of  the  Piker  trio  in  Wo  der 
mgel  s khmsollte  (1948),  which  unfolds  the  ending  of  the  Second 
World  War.  The  atmosphere  is  necessarily  differentiated,  for  here 
Freiberg  attempts  a  kind  of  allegory:  the  Germans  appear  with 
aS  ^5  Stammigen^  the  Americans  as  Die  Ikhelmkn ,  while 
er  machtgewaltige  is  Hitler.  T e/ice  (1948)  is  also  a  breakaway  from 
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realism  to  a  delicately  toned  refinement  of  style;  the  whole  thing 
is  a  dream,  but  through  it  as  the  end  comes  peers  crass  reality. 
Freiberg’s  verse  is  collected  in  Sage  des  Herzens  (1951).  It  is  through¬ 
out  Gedankenpoesie,  a  garland  of  rhymed  ideas.  Inwoven  in  the 
hard-ringing  stanzas  is  a  wealth  of  imagery,  apposite  or  (some¬ 
times)  ingeniously  excogitated. 

george  saiko  (1892-  ),  a  Viennese  born  in  North  Bohemia, 
had  busied  himself  for  a  good  part  of  his  life  as  an  essayist  and 
art  critic,  but  in  fiction  he  had  only  short  stories  to  his  credit 
when,  on  the  verge  of  sixty,  he  startled  his  contemporaries 
with  two  novels  on  the  grand  scale;  these  were  considered  so 
hostile  to  the  best  traditions  of  Austria  that  he  could  find  no 
publisher  there  and  had  to  find  one  in  Hamburg.  They  have  been 
attacked  as  anarchistic  or  communist,  but  they  have  also  been 
praised  as  being  in  the  direct  succession  of  Musil  and  Hermann 
Broch.  Saiko’s  own  statement  is  that  he  has  been  influenced  most 
of  all  by  William  Faulkner;  and  it  is  true  that  he  has  debunked 
Austria  as  Faulkner  debunked  the  Mississippi  regions.  At  all 
events  Saiko  must  be  ranged  with  the  magic  realists,  and  he  comes 
last  in  the  line  as  the  most  destructive  of  them  all.  In  the  case  of 
Saiko’s  two  novels,  however,  the  term  magic  realism  is  somewhat 
illusive,  if  only  because  the  unfolding  of  the  'animistic’  doctrine 
is  set  off  by  sensational  happenings  which  accrue  from  sex  en¬ 
tanglements.  The  title  of  Auf  dem  Floss  (1948)  symbolizes  the 
disintegration  of  what  remains  of  the  Austrian  monarchy  with  its 
feudal  fundament;  the  old  order  is  envisaged  as  a  rotten  raft 
floating  away  to  limbo.  But  in  intention  Saiko’s  novels  are  con¬ 
structive,  for  their  beacon  light  points  to  the  new  world  of  Com¬ 
munism.  There  are  side-lights  on  the  lightning-like  smashing  to 
pieces  of  the  feudal  system  in  Russia  as  compared  with  its  sluggish 
crumbling  in  Central  Europe.  While  political  and  social  upheavals 
form  the  background  the  reality  that  is  explored  has,  so  Saiko  says, 
a  mythical  sphere  which  is  active  within  us  all  and  which  magically 
shapes  the  form  and  course  of  the  individual’s  existence.  This  basic 
concept  leads  Saiko  to  lay  bare  the  primitive  urges  of  his  charac¬ 
ters  and  a  great  part  of  the  narration  consists  in  the  detailing  and 
analysis  by  suggestion  of  what  the  characters  recall  of  their  experi¬ 
ences  in  the  past  the  world  over.  Their  conflicts  lie  behind  them, 
but  they  are  ever-present  because  they  return  in  memory,  an 
they  determine  the  rest  of  their  existence,  for  they  have  formed 


532 


MODERN  GERMAN  LITERATURE 

and  shaped  their  minds.  Anf  clem  V'hss  is  a  'Spiralromat?  that  winds 
round  a  central  story  flanked  by  a  welter  of  attached  stories.  The 
hero  is  a  hurst  of  the  ancient  regime  who  takes  a  gipSy  gjfj 
Marischka,  as  his  mistress;  when  (Hahn  Mary  Tremblave  returns 
from  abroad  to  visit  a  neighbouring  estate  he  transfers’ his  atten¬ 
tions  to  her  and  tries  to  hand  Marischka  over  to  a  gigantic  servant 
Joschko,  whom  he  attaches  to  himself  as  a  factotum;  Joschko* 
with  his  dog-like  devotion,  serves  as  a  symbol  of  brute  strength 
and  of  brainless  obedience  to  a  lord  and  master.  Marischka,  how¬ 
ever,  has  a  lover  of  her  own  choice,  Imre;  and  to  avenge  herself 
on  the  I  rince  and  to  make  sure  of  Imre  she  mixes  poison  in 
Joschko  s  food  and  he  dies  slowlv.  It  now  becomes  a  fixed  idea 
with  the  I  rincc  that  when  his  / h v/ < 'hi t ’.w y// j^/ar  of  a  servant  is  dead 
he  will  have  him  stuffed  and  exhibited  in  a  glass  case  in  the  en¬ 
trance  to  the  castle  as  a  hunting  trophv.  But  Marischka  stifles 
Joschko  as  he  lies  d\  mg  and  with  Imre  s  help  sinks  the  corpse 
behind  the  iceds  in  the  la ke  m  the  castle  grounds.  .Marischka  and 
Imre  then  find  asylum  with  the  gipsies,  but  Imre  is  by  them 
branded  as  an  outsider  and  a  murderer,  while  .Marischka,  after  her 
excursion  into  ordered  wa\s  of  life,  is  restored  to  her  former  state 
of  itinerant  freedom.  All  this  is  to  be  read  symbolically :  gipsies 
represent  robust  primitivitv,  with  its  mystic  call  to  the  life  of 
nature,  while  the  Prince  s  cast le  and  all  connected  with  it  repre¬ 
sent  the  rottenness  of  Huropean  society  {this  / utropaeriiwi).  The 
period  of  the  second  novel.  Dvr  Maw  itu  Schi!J\  1955),  is  1934,  the 
time  when  Chancellor  Dollfuss  was  murdered  by  the  Austrian 
Nazis,  and  the  scene  is  a  provincial  village  on  the  Atterscc.  There 
the  sensational  central  action  with  its  related  happenings 
which  come  into  the  woof  to  bind  all  together  to  a  composite 
whole.  But  the  story  proper  with  its  adjuncts  is  again  not  the  main 
thing,  the  actual  theme  is  the  decadence  of  the  representative 
supine  Austrian,  the  man  without:  qualities*,  and  the  proof  that 
this  is  the  root  of  fascism.  'I  he  novel  is  indeed  a  study  of  fascism, 
and  consequently  the  crowd  of  characters  are  corrupt.  But  there 
are  two  currents,  the  one  political,  the  other  erotic,  which  flow 
along  together,  with,  of  course,  the  sensational  interest  fettered 
to  the  love  affairs.  Two  worlds  face  each  other,  the  weak-willed 
strata  of  old  Austria  (and  by  inf  erence  of  old  Hu  rope)  and  the  new 
world  of  indoctrinated  factionaries  with  a  clear,  fixed  aim.  In  this 
novel  once  again  Saiko  brings  in  his  wide  knowledge  of  foreign 
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countries,  particularly  of  England  -  he  has  been  dubbed  a  c  Wahl - 
englander\  The  dominating  figure  is  a  fiercely  sexed  Englishwoman 
who  can  find  no  man  fit  to  satisfy  her. 

Herbert  zand  (1923-  )  is  a  new  Austrian  author  who  is  striking 
out  into  new  paths.  Let^te  Ausfahrt  (1953)  was  hailed  as  the  book 
of  the  year,  and  it  has  fairly  correctly  been  described  as  the  first 
German  novel  to  give  an  epic  description  of  the  Second  World 
War.  It  might  be  more  correct  to  say  that  it  attempts  a  merciless 
description  of  war  as  it  is  today  with  all  its  heaped  horrors  and  its 
reduction  of  man  to  beast.  But,  though  the  handling  is  brutally 
realistic,  this  ‘ILoman  der  Eingekesselterf  aims  at  being  an  interpre¬ 
tation  of  life  as  it  is  bound  to  be,  whether  in  war  or  out  of  it;  war 
is  just  a  symbol  of  cosmic  plan  and  pressure.  The  range  of  fighting 
is  narrowed  down  to  some  town  or  other  on  the  German  front 
hemmed  in  by  encircling  forces  vaguely  indicated  by  scraps  of 
language  as  Russian.  Life  in  the  cauldron  (Kessel)  is  whipped  up 
to  hectic  incoherence  till  surrender  can  no  longer  be  staved  off. 
The  concept  is  that  we  are  all  of  us  and  always  hemmed  in  within 
a  narrow  space  of  action,  frantically  seeking  realization  of  self  but 
with  hostile  forces  pressing  in  on  us.  If  finally  there  is  escape  it  can 
only  be  into  the  mystery  of  infinity,  into  the  Fourth  Dimension. 
For  to  this  battle  of  hostile  forces  corresponds  the  inner  conflict 
of  personality :  Jeder  1st  sein  eigner  Kessel We  struggle  on  with  all 
our  faults  and  failings,  which  close  in  upon  us  until  they  grip  us 
in  a  ring  from  which  there  is  no  break-out.  Thus  presented  this 
vision  of  life  as  we  are  said  to  live  it  is  not  depressing  -  for  it  is 
heroic.  But  there  is  no  idealization  whatever  of  the  characters; 
although  collectively  considered  they  are  a  molten  mass  of  driven 
humanity  we  see  them  separately,  vividly  differentiated,  and  we 
follow  their  winding  fate  till  it  wraps  them  round.  The  epic  of 
instinctive  -  indeed  of  forced  -  heroism  is,  however,  not  Homeric; 
it  is  raw  but  real.  It  may  be  that  Zand  has  done  for  the  last  war 
what  Henri  Barbusse  did  for  the  1914-18  war  with  his  novel  he 
Feu;  at  all  events  both  novels  stand  out  by  their  sheer  originality 
of  conception  and  technique.  But  Zand’s  narration  is  so  whipped 
and  crowded  and  episodic  that  it  lacks  clarity.  The  love  interest  is 
merely  physical;  this,  of  course,  fits  in  with  the  concept:  what 
pleasures  we  snatch  at  random  in  this  cauldron  come  only  from 
the  play  of  chance.  Zand’s  next  novel,  Der  Weg  nachHassi  el  emel 
(1956),  might  be  classed  as  a  Freudian  thriller  in  plain  language, 
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at  all  events  It  Indicates  a  close  reliance  on  Freud’s  discovery  that 
in  the  lower  layers  of  our  brain  there  is  a  primitivity  which  shows 
through  when  in  the  crises  of  life  we  are  thrown  out  of  our  orbit. 
One  feature  it  shares  with  much  of  the  Austrian  novel  of  today  is 
that  localities  are  not  defined,  and  that  the  ante-history  of  the  two 
characters  -  the  rest  are  mere  accessories  -  is  only  revealed  in 
snatches  by  what  passes  through  their  minds  in  strain  and  stress. 
Nevertheless  we  get  a  clear  idea  of  the  Hying  ace,  Christopher 
Hall,  who  is  a  symbol  but  serves  as  a  hero.  He  has  been  flying 
since  he  was  a  boy;  he  is  married  to  his  machine;  and  though,  as 
we  find  out  -  but  not  till  we  are  half  way  through  the  hook  -  he 
has  a  wife,  his  relations  with  her  are  formal  and  casual;  she  is  the 
daughter  of  his  chief  and  as  such  keeps  her  distance,  while  he  lives 
for  his  work  ("repression7).  As  he  stumbles  along  in  the  desert 
after  baling  out  he  has  no  memories  of  sex  experience;  he  does 
remember  Martine,  a  translation  clerk,  who  smiled  once  as  she 
was  walking  along  by  the  office  wall.  We  go  along  with  Christo¬ 
pher  as  he  follows  the  trace  of  two  feet  in  the  sand;  close  at  his 
heels  prowls  a  ravenous,  dirty  hyena,  ready  to  spring.  The  foot¬ 
steps  lead  to  an  amphitheatre  of  rocks,  1  lassi  el  emel,  where, 
famished  and  fevered,  he  shelters  in  a  cave  from  the  spear-shafts 
of  the  sun.  The  sense  emerges  from  the  never  -ending  monologue 
that  grows  more  and  more  hectic  in  the  accretion  of  his  fever  and 
from  his  nightmares;  we  arc  not  conscious  of  the  bounties  of 
nature,  he  realizes;  we  need  to  be  lost  in  a  desert  or  whelmed  in 
war  to  savour  the  warm  moisture  of  new-baked  bread  or  (above 
all)  to  know  what  a  boon  and  a  need  water  is  (there  follows  a 
highly  poetical  evocation  of  all  the  famed  waters  of  the  earth, 
from  Memphis  to  the  Alpine  heights  of  Peru).  As  he  lies  in  his 
desert  cave  these  visions  pass  in  procession  through  his  fevered 
brain;  they  ate  ravings  in  an  Am'sftmuw,  hut  they  are  also  Freud¬ 
ian  truth.  In  the  second  half  of  the  book  we  are  with  his  wife, 
whose  inner  mind  is  likewise  laid  bare  by  what  passes  within  It 
She  has  been  flown  out  to  the  desert  and  sets  out  in  a  motor-car 
to  find  her  husband.  As  they  approach  the  oasis  where  they  find 
him  she  takes  the  wheel;  as  the}'  bump  over  the  rocks  near  the 
oasis  the  driver  jolts  against  her  repeatedly;  this,  in  the  then  state 
of  her  brain,  awakens  her  repressed  sexuality,  and  she  is  so  afraid 
of  him  that  she  gets  out  and  walks  the  rest  of  the  way.  When  she 
finds  her  man,  and  when  he  awakens  from  his  torpor  he  whispers; 
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‘Evelyne  -  Martine’.  As  they  wind  their  way  back  over  the  desert, 
the  urges  of  her  awakened  senses  take  shape:  cLass  mich  ein  Kind 
kriegen ’  rises  to  her  conscious  mind.  The  end,  therefore,  fore¬ 
shadows  a  happy  married  life.  We  realize,  as  we  close  the  book, 
that  the  desert  is  life  as  we  know  it;  but  at  the  base  of  our  con¬ 
sciousness  is  also  the  Urheimat ,  the  life  of  Adam  and  Eve  which 
Christopher  has  relived  in  his  hallucinated  dreams.  We  are  for 
ever  pursued  by  the  hyenas  of  evil,  but  we  struggle  on  to  reach 
Hassi  el  emel  (Arabic  for  cwell  of  hope’),  the  oasis  of  happiness. 


XXIV 
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Formally  considered  neo-Hellenism  (pp.  123,  278)  finds  its 
most  determined  expression  in  the  odes  and  elegies  of  josef 
\vHiNiiEBHR  (1892-1945).  Born  in  Vienna  as  the  son  of  a 
horse-butcher  and  innkeeper,  he  was,  alter  the  early  death  of  his 
parents,  brought  up  in  an  orphanage;  as  a  git  ted  pupil  he  had  the 
privilege  of  attending  the  lories  Lyzeum.  'I  he  privations  of  his 
boyhood  and  youth  are  the  key  to  the  almost  savage  anti-social 
elements  in  his  work.  1 1  is  first  hooks  of  verse  ■  Dvr  vinsame  Mensch 
(1920),  Von  beiden  Ujern  (1923),  Woo!  in  dvr  Witch!  (1923)  -  written 
while  he  was  a  post-office  clerk  in  Vienna  (1911-32),  fell  flat, 
possibly  because  they  had,  together  with  Baudelairean  nouveaux 
frissons ,  a  fleshly  admixture;  or,  to  put  it  brutally,  there  was  more 
Tier  than  Gels!  in  the  poet’s  handling  of  his  basic  motifs  -  the 
conflict  of  brute  instincts  and  mental  striving,  of  good  and  evil, 
his  neurotic  hatred  ot  those  more  favoured  by  fortune  than  the 
poet  doomed  to  loneliness  by  his  nobler  nature.  After  the  publi¬ 
cation  in  1934  of  Add  and  Unhnwt;[  he  was  the  poet  ot  the  day; 
here  his  solution  for  the  conflict:  of  contrasts  is  scH-efhcemcnt  at 
the  call  of  duty;  this  was  interpreted  as  being  in  accord  with  the 
ideals  of  the  racial  resurgence  and  therefore  he  was  claimed  as 
theirs  by  the  Nazis.  He  wrote  birthday  poems  for  the  Rihrer,  but 
there  is  nothing  specifically  Nazi  in  Add  and  (  d/rr/nn";  his  much 
quoted  lines  cUns  fie/nl  |  ^a  fallen ;  jednede/n  aafseinc/n  Schihti  is  and 
ever  was  good  British  sentiment  too.  But  it  is  rather  form  than 
themes  which  gives  Add  and  Unterpanii  its  permanent  place  in  the 
history  of  lyric  verse.  In  his  Cedanken  yw  /miner  Dts^jplin  (in  the 
volume  0 her  die  Did) /tans!)  \\  einheber  says  that  it  was  not  because 
of  a  longing  for  Hellas,  not  because  of  humanistic  feeling,  that  he 
turned  to  Greek  forms,  but  because  he  had  come  to  realize  that  in 
rhymed  verse  the  thought  ends  with  the  line  (/ inds/il),  whereas  in 
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the  verse  measures  of  the  Greek  ode  the  sense  can  be  carried  over 
naturally  (Stropbenverschlingung)  and  without  enjambment  (Haken- 
stil);  in  other  words  the  rhythm  rolls  along  with  the  sentence. 
What  results  is  that  in  Adel  und  Untergang  and  in  the  volume  of 
verse  which  pairs  with  it.  Spate  Krone  (1936),  the  antique  measures 
of  which  Holderlin  is  the  great  master  are  revitalized.  We  know 
that  Weinheber  found  his  way  to  Holderlin  too  late  for  direct 
influence  on  his  style  to  be  possible;  what  influence  there  was  is 
likely  to  have  been  that  of  Georg  Trakl.  It  is  a  relief  to  turn  from 
the  architectural  symmetry  of  Adel  rnd  Untergang  to  the  gay  gar¬ 
rulity  of  Wien  wortlich  (1935).  This  is  for  the  most  part  in  the  Vien¬ 
nese  dialect,  so  real  and  redolent  that  it  must  be  fascinating  to  the 
student  of  language  difformation;  here  we  have  Wienerdeutsch  as 
it  is  heard.  0  Mensch,  gib  acht  (1937)  is  a  species  of  calendar,  dia¬ 
lectically  coloured;  the  months  with  their  appropriate  poems,  the 
legends  of  the  zodiac  and  of  the  saints.  Zwiscben  Gottemmd  Ddmonen 
(1938)  with  its  rhymeless  verse  and  skilful  Hakenstil  forms  a  kind 
of  trinity  with  Adel  und  Untergang  and  Spate  Krone.  The  root  mean¬ 
ing  is  veiled,  but  the  brunt  of  the  argument  is  that  the  demonic 
powers  in  one’s  breast  must  be  tamed  and  tied  down;  in  the  con¬ 
ditions  of  1938-39  this  was  interpreted  to  mean  self-effacement  for 
duty  that  calls ;  but  basically  it  is  just  another  phase  of  that^ conflict 
between  flesh  and  mind  which  runs  through  all  Weinheber  s  work, 
as  it  does  through  his  (on  the  whole)  ignoble  life.  In  Kammermusik 
(1939)  we  have  ‘musical  poems’  adapted  to  the  note  of  the  instru¬ 
ment  required  for  playing  them;  it  is  just  another  experiment  in 
the  reproduction  of  sound  by  words,  the  best  examples  of  which 
are  Intarsia  aus  Vokalen  and  Ode  an  die  Buchstaben  in  Adel  und  Unter¬ 
gang] ;  Weinheber  was  obsessed  by  ‘phonetic’  (his  word)  illusions, 
such  as  that  the  0  in  Uoch  and  hobl  represents  the  ho  e  w  e  in 
Rad  denotes  whirring  rotation.  We  may  class  Wien  'f)r“tch>  0 
Mensch,  gib  acht,  and  Kammermusik,  since  by  contrast  with  the  three 
‘classical’  books  they  are  popular  and  local  in  tone,  as  another 
trinity;  all  Weinheber’s  verse  sounds  Von  beiden  UfernAxito  Her 
ist  das  Wort  (1947),  a  posthumously  published  work,  Weinheber  s 
doctrine  of  prosody  is  inwoven;  he  sets  forth  his  ™dus 
for  form  and  fashioning  of  the  raw  matter  °,f  lanSua|^-  ™e 
the  pith  of  his  verse  in  the  three  books  of  selections  e 
Hen  (193  5 )  ,  Selbstbildnis  (1937)*  md  Dokumenfedes  Henyms  (1944). 
Of  Weinheber’s  essays,  Im  Namen  der  Kunst  (1936)  attemp 
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enunciation  of  the  function  and  philosophy  of  poetry,  while  Vber 
die  Dichtkunst  (1949)  deals  with  his  own  development  as  man  and 
poet.  Of  his  novels  he  himself  spoke  contemptuously  as  ‘ korrum - 
pierte  Romandichiimg .  They  are  indeed  poor  as  fiction;  but  they 
have  autobiographical  interest.  Das  Waisenhaus  (1925)  is  just  the 
story  of  a  poor  boy’s  education  at  an  orphanage  and  of  his  trend 
to  agnosticism  and  poetry  and  painting  (the  verse  Aquarelle  of  his 
maturity  have  their  canvas  c<  >untcrpart.s).  Nachmichs  (1927)  records 
the  poet’s  struggle  for  a  life  fit  for  him.  The  title  of  Gold  ausser 
Kurs  (written  1933;  first  published  1933  in  Samtliche  Werhe )  is  a 
symbol  for  poetry;  here  we  have  a  poet  who  has  a  volume  of 
verse  on  his  desk  which  publisher  after  publisher  refuses ;  Adel und 
Untergang  is  meant.  The  final  verdict  will  probably  be  that  Wein- 
heber  was  far  from  being  a  poet  of  the  first  rank.  Generally  speak¬ 
ing  his  intellect  was  coldly  and  architecturally  constructive;  his 
poetry  was,  as  he  himself  said,  by  way  of  mathematical  approxim¬ 
ation.  That  is,  as  his  biographer  Josef  N'adler  neatly  puts  it:  ‘Fleiss- 
dichtung,  nicht  Inspirationsdicht ung’ . 

Several  poets  may  be  grouped  as  innovators  in  so  far  as  they 
fall  into  line  with  the  international  tendencies  of  today.  Of  these 
HANS  EGON  HOLTHUSI'N  (1913-  ),  the  son  of  a  Lutheran  clergyman, 
began  with  the  publication  of  his  doctor’s  dissertation  on  Rilke’s 
Sonette  an  Orpheus.  Vcrsncb  cincr  Interpret  at  irm  (1957)  and,  after  serv¬ 
ing  for  three  years  as  a  private  in  France  and  Russia,  followed  this 
up  with  the  first  collection  of  his  poems,  /  Her  in  der  Zeit  (1949); 
the  title  indicates  the  stark  actuality  of  the  themes.  'Hie  first  poem 
of  the  volume,  Trikgie  dvs  Kricges ,  in  a  loose  hexamctric  form,  is 
the  first  attempt  -  it  was  written  in  1946  to  give  poetic  form  to 
the  mentality  of  the  five  years  of  war.  'I  here  is  Christian  feeling  in 
Karsamtag;  this  poem  has  the  note  oi  baroque  as  it  lives  again  in 
the  religious  verse  of  R.  A.  Schroder.  The  persistent  note,  how¬ 
ever,  is  that  of  existentialism,  of  which  there  is  a  summing  up  in 
the  final  poem.  Das  Uumk’licbe;  but  here  this  doctrine  of  today 
combines  with  the  lesson  of  Christian  surrender  to  the  Lord. 
Other  poems  take  over,  but  with  independent  handling,  favourite 
motifs  of  T.  S.  Eliot  and  W.  1 1.  Auden.  Most  insistent  of  these 
motifs  -  in  the  verse  of  the  period  it  becomes  a  cliche  -  is  T.  S. 
Eliot’s  concept  of  time  as  he  shapes  it  at  the  beginning  of  his  Four 
Quartets.  Thus  youth  and  age  are  one;  for  youth  will  be  age  and 
age  was  youth.  If  the  shadow  of  the  war  years  lies  over  the  earlier 


THE  NEW  VERSE 


539 


poems  of  Hier  in  der  Zeit  there  is  still  the  pang  of  it  in  some  of  the 
poems  of  Labyrinthische  Jahre  (1952).  In  the  first  of  the  poems, 
Acht  Variationen  iiber  Zeit  and  Tod,  the  doctrine  of  the  identity  of 
past,  present,  and  future  is  quickened  by  flash-lights  on  the  Nazi 
regime:  ‘How  great  is  Caesar:  erect  in  his  chariot,  idol  of  the 
masses,  receiving  flowers  and  lies,  his  face  threatening  like  a 
clenched  fist;  and  others  round  him  leather-clad,  watchful  and 
smiling,  cocked  revolvers  under  their  cloaks.  Caesar  is  great;  four- 
motored  bombers  roar  o’er  his  head.  Fate  speaks  loud  with  the 


accents  of  dynamite.  Truth  is  all  in  one:  scenes  in  cheap  marble 
and  a  shot  in  the  mouth  and  poison;  flags,  parades,  receptions, 
and  the  short,  spongy  body  dragged  out  of  the  bunker  of  the 
Imperial  Chancellery  and  two  hundred  litres  of  petrol  poured  on 
it.’  Here  history  is  epitomized  in  a  way  that  instantly  grips  us. 
Only  one  poem,  Mit  Rosen  in  Karon,  a  tribute  laid  on  Rilke’s  grave, 
has  a  true  poet’s  tenderness.  The  pattern  of  Holthusen’s  verse  is 
not  repellent  if  it  is  realized  that  it  is  fitted  to  the  sense  and  to  the 
revelation  of  the  sense  by  flashes.  Stretches  of  apparently  flat  prose 
and  crass  realism  are  broken  by  a  sudden  rush  of  tensely  phrased 
and  lovely  imagery.  The  poetry  is  in  the  totality  of  the  poem;  and 
even  the  totality  of  a  single  poem  is  merely  a  fragment  of  a  great 
doctrine  of  mystic  truth,  a  gospel  which  in  these  labyrinthine 
years  of  our  wandering  through  the  ‘Waste  Land’  of  exhtence 
brings  comfort  and  intelligence  of  the  way  we  go  and  whither. 
Holthusen’s  existentialism  has  the  Protestant  stamp  of  Kier  e- 
gaard  and  Karl  Barth;  he  has  been  at  pams  to  stress  his  aversion 
to  the  French  decoction  of  Heidegger  represented  chiefly  by  Sartre. 
The  surest  way  to  comprehension  of  Holthusen’s  verse  is  a  caretu 
study  of  his  collection  of  eight  essays  Dermbehauste  Mensch  (1951); 
the  implication  of  the  title,  ‘Man  without  a  Home’,  isdiatwe  men 
of  today  are  wanderers  in  the  ‘Waste  Land’  (to  ^  J  s-  Ehots 
term)  of  lost  causes.  The  essay  Das  Nicbtsund  der  ^  jplore 
the  theme  which  we  know  from  Sartre’sX Eire  et  /*IW,sh 
the  relation  to  it  of  Gottfried  Benn’s  nihilism,  an  acceP 
Eliot’s  Christian  solution  of  the  problem^ Ja  und . Nem  - Nmto 

tische  Versuche  (1954)  collects  essays  on.  H°lthu*eTnouWen’s  first 
aries:  Karl  Krolow,  Heinz  Piontek,  and  ot^Sn^ol*“^on  is 
venture  into  fiction,  Das  Schiff (1956),  is  not 

on  a  ship  sailing  from  A“er1^ t0  ^^’^ical  reactions  in 
a  catalysator  on  a  clique  of  college  girls,  tiie  cnem 
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whose  minds  are  disagreeably  Americanized  both  with  transliter¬ 
ated  colloquialisms  (a  girl  has  smart?  Waden)  and  slang.  What  is 
aimed  at  is  an  analysis,  certainly  smart,  of  the  modern  European. 

The  influence  of  T.  S.  Eliot  (lUiotisnuA),  which  is  so  marked  in 
Holthusen,  is  evident  too  in  other  poets  Rudolf  llagelstange, 
Helmuth  de  Haas  (LJneafureu,  1 9  5  0  >  Hans  1  '.rich  Nossack,  Heinz 
Piontek;  it  is  likely  to  result  from  study  of  the  English  texts  as 
well  as  to  the  indirect  influence  of  1  lohhusen.  In  the  case  of  Marie 
Luise  Kaschnitx  the  influence  is  direct ;  together  with  Dolf  Stern- 
berger  she  translated  the  Tour  Quartets,  and  this  appeared  in  the 
journal  Wandlwig  in  194s,  which  printed  the  first  translation  to 
make  a  lasting  impression,  Doll  Sternhergerks  version  ot  Hast 
Coker .  The  influence  is  direct  too  in  the  later  poems  ot  Gottfried 
Benn.  The  impact  is  equally  that  of  theme  and  form.  4 he  salient 
fact  is  that  during  the  Nazi  period  practically  no  knowledge  of  the 
new  trends  in  Anglo-American  poetry  reached  Germany,  so  that 
when,  after  the  war,  there  was  access  to  the  originals  the  effect  was 
startling.  Actually  a  translation  by  Ernst  Robert  Gurtius  of  The 
Waste  Land  had  appeared  as  curb  as  192^  in  Die  new  Schreiner 
Rimdschau\  but  of  this  no  influence  is  perceptible.  After  the  war 
translations  came  in  a  rush,  mostly  published  in  periodicals,  with 
Kurt  Heinrich  Hansen,  1  Ians  1  Icnnecke  and  l  "rsula  Clemen  in  the 
forefront.  Nora  WydenbruclCs  translation  of  The  Dry  Salvages  ap¬ 
peared  in  1 946  in  the  July  number  ot  .-UItwtis\  her  Mord  in  der 
Kathedra/e  followed  In  1947  and  her  1  ler Quartette  in  1948,  She  also 
translated  The  Cocktail  Party ,  while  Rudolf  Alexander  Schroder 
(p.  278)  published  Vamilhmhmvmt  (this  together  with  Peter  Suhr- 
kamp)  and  Der  Mord  im  Dom  (1947).  The  translations  of  W.  H. 
Auden  did  not  begin  till  1950,  when  Kurt  Heinrich  Hansen’s 
rendering  of  The  Age  of  Anxiet  y  as  Das  Zei falter  der  Angst  appeared 
with  a  preface  by  Gottfried  Benn.  I  lolthusen’s  relation  to  Auden 
may  be  traced  in  ladpriuthische  Jahre;  e.g.  in  the  poem  1  limmel  und 
Biut ,  which  is  in  the  metre  of  Auden’s  ode  Spain,  Actually  the  poets 
who  joined  the  new  movement  (die  Senfmr  as  opposed  to  die 
Traditionalisten)  were  demonstrating  the  truth  of  <  >tto  zur  Unde’s 
phonetic  conception  of  stress  (p.  155);  what  does  result  in 
Eliotismus  is  that  the  natural  Germanic /rw  I  mfullmg  is  estab¬ 
lished,  There  is  also  a  more  systematic  use  of , Strophenverschlingung 
or  strophic  synaphc(i)a,  which  is  a  marked  feature  of  Rilke’s  verse. 
Reversed  accent  too  (An  das  hmkJsische  Riff,  Knihel  des  Sehicksals* 
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-  Holthusen)  occurs  frequently;  and  here  one  might  suspect  the 
influence  of  Gerard  Manley  Hopkins  (‘Home  to  his  mother's  house 
private  returned 5 ;  but  though  he  is  discussed,  and  though  the  term 
Sprungrhythmiker  is  added  to  the  apparatus  of  critics,  there  is  no 
evidence  that  he  influences  the  facture  of  verse.  The  'inscaped 
diction’  of  Hopkins  and  his  devices  derived  from  Welsh  poetry 
(cynghanedd  or  consonantal  chime,  which  consists  of  a  combination 
of  alliteration  and  internal  rhyme)  defy  imitation.  His  'sprung 
rhythm5  ( freie  Versfullung )  and  'counterpoised  rhythm5  -  that  is, 
the  reversing  of  rhythm  (-  -  in  the  middle  of  a  line  for  -x-,  etc.) 

-  are  not  new  either  in  German  or  English.  Hopkins  was  intro¬ 
duced  and  interpreted  by  Irene  Behn  in  her  G .  M.  Hopkins.  Uber- 
tragung ,  Einfuhrung  und  Erlduterung  (1948),  and  this  was  followed  by 
the  edition  of  Hopkins  with  the  English  text  and  translations  by 
Ursula  Clemen  and  Friedhelm  Kemp  (1954)*  There  is  no  cult  of 
Hopkins ;  but  his  practice  and  theories  accentuate  Ehotismus. 

Among  poets  who  have  earned  recognition  in  recent  years 
rudolf  hagelstange  (1912-  )  stands  out  both  for  brilliantly 
imaged  presentation  of  ethical  ideas  and  as  a  daring  innovator  of 
form.  He  began  with  1 Yene^ianisches  Credo  (1946),  a  cycle  of  sonnets 
written  in  the  north  of  Italy  at  the  end  of  the  war,  when  he  was  a 
soldier  in  the  service  of  a  Fuhrer  whom  he  loathed.  The  Credo  of 
the  title  is  to  be  taken  in  its  full  verbal  significance;  in  the  horror 
of  the  present  he  can  still  say:  To  me  faith  in  a  new  day  is  in¬ 
destructible.  The  frail  vessel  of  God’s  truth  is  the  young  soldier- 
poet  overwhelmed  by  the  dream-like  beauty  of  Venice:  maidens 
barefoot  and  gliding  like  gazelles;  and  palaces  like  memories  in 
stone,  left  on  the  lagoons,  a  glorious  gift,  by  the  receding  sea. 
There  is  still  the  shadow  of  the  war  on  Strom  der  Zeit  (1948)  anc* 
Es  spannt  sich  der  Bogen  (1949)*  Meersburger  Elegie  (195°)  ^as  ^ss  °m 
the  decorative  impressionistic  pattern  of  the  earlier  verse,  but  is 
noticeably  influenced  by  the  line  variation  and  free  stressing  o 
Rilke’s  DuineserEJegien.  ‘Die  ^arte  Sibylle  am  steinernen  Turme ,  whose 
life  is  inwoven  in  the  problematic  arabesque  of  the  poem,  is  Annette 
von  Droste-Hulshoff;  the  elegy  plaintively  evokes  er  cage  an 
cabined  life,  her  patrician  bondage  in  the  Castle  of  Meets  urg  on 
the  Lake  of  Constance;  and  Hagelstange,  himself  a  North  German 
(his  youth  was  passed  at  Nordhausen  m  the  Harz  and  afterwar  s 
he  lived  in  Annette’s  Westphalia),  identifies  his  own  musings  and 
memories  of  the  lost  homeland  with  hers.  Hage  stange  reac  es 
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full  maturity  in  his  Ballade  vom  verschSifeten  Lebeti  (1952).  The  ballad 
dirges  a  new  saga  -  the  saga  of  Dust.  The  plain  newspaper  source 
is  transcribed  at  the  head  of  the  poem:  in  June  1951  it  was  re¬ 
ported  from  Warsaw  that:  an  old  bunker  had  been  unearthed  near 
Gdynia  -  Danzig  of  old,  Gotcnhafen  in  1  litler’s  trumped-up  saga; 
into  the  light  of  day  tottered  two  soldiers,  whose  outlet  had  been 
for  six  years  barred  by  a  bomb;  they  had  been  kept  alive  by  a  vast 
and  varied  store  of  food  ami  drink.  As  there  was  no  water  they 
had  washed  themselves  in  cognac.  I  hey  had  li\ed  in  an  inferno 
more  torturing  than  Dante’s  hell,  for  it  was  merely  the  long  drawn 
out  fading  of  hope  and  the  rotting  of  mind  and  body.  The  lyrics 
of  his  last  collection,  Zirisehen  Shrn  w:d  S.anb  (195  ?)>  record  im¬ 
pressions  of  travel  and  probe  into  the  biological  and  scientific 
forces  of  existence  (Zcny/niy,  Atom),  which  even  in  the  act  of  love 
and  in  the  worship  of  what  in  nature  is  illusively  lovely  bind  us 
to  the  dust  of  earth  and  drive  us  relentlessly  on  to  what  the  stars 
have  decreed.  \is  s/eht  in  imscrcr  Mich!  (1955)  is  a  collection  of 
essays  on  a  variety  of  themes;  the  chief  interest  lies  in  the  light 
they  throw  on  the  lite  and  t rent  1  ot  thought  ot  the.  poet ,  the  little 
sketch  Uber  die  Srhrieriyhit,  am  Bodensee  yu  dichten  must  be  ranged 
alongside  Meersburyer  I'Jey/e  1  lagelstangc  himscli  lives  on  the 
shore  of  the  Lake  ot  Constance. 

The  classic  of  die  Keuc  Sachlifhkcit  is  corn- tu  no  hknn  (1886- 
1956).  One  essential  tact  in  Bcnu  s  poctu  make  -up  is  thathy  pro¬ 
fession  he  was  a  surgeon  •  he  began  as  an  army  doctor  and  after 
the  war  he  was  a  specialist  lor  skin  and  \  cnct  cal  diseases  in  Berlin. 
Certainly  his  method  of  treating  reality  is  that  ot  a  surgeon.  His 
first  two  volumes  of  verse,  Moryne  (1912)  and  1  ‘leisch  (1916)  have 
been  classified  as  disscctional  lyric  poetry  (Seli  ions  Irak),  Bonn’s 
primitive  impulse  is  again  Sprachrenyii v/j  limy :  as  a  practical  man  he 
refuses  to  handle  the  pretty-pretty  diction  ot  poetiy  and  turns 
naturally  to  his  own  profession  for  motif  and  image:  a  poet  pro¬ 
duces  reality;  to  him  the  reality  he  knows  from  dissecting  table 
and  hospital  bed  is  packed  with  symbol.  I  bus  in  one  ghastly  poem, 
Mam  mid  Fran  yehn  dnrch  die  Krebsharaef-e ,  a  doctor  conducts  a  lady 
visitor  and  describes  the  cancer  cases : 

Hier  dim  lieihe  sind  ^erfressene  St'hUssc 

mid  d'tese  Reihe  is t  ^trfnlhne  Urns!. 

Beitstinkt  bei  Beit,  Die  Schirestern  wtthstln  tiiyjich. 


THE  NEW  VERSE 


543 


Hier  diese  hlutet  me  aus  dreissig  Leibern. 

Kern  Mensch  hat  so  viel  Blut. 

Hier  dieser  schnitt  man 

erst  noch  ein  Kind  aus  dem  verkrebsten  Schoss. 

Nahrung  wird  wenig  noch  ver^ehrt.  Die  BMcken 
sind  wund.  Du  siehst  die  Fliegen .  Manchmal 
wdscht  sie  die  Schwester .  Wie  man  Bdnke  wascht 

Schone  Jugend  handles  the  Ophelia  motif  (p.  420) :  a  girl  fished  out 
of  the  water  is  dissected,  and  a  nest  of  young  rats  is  found  under 
the  diaphragm.  "Ein  hirn^erfressenes  Aas ’  is  Benn’s  lurid  but  honest 
description  of  himself.  (Aas  is  naturally  a  favourite  theme  in  this 
concretising  of  sentimentality;  Frans  Werfel  even  makes  carrion 
odorous  in  his  famous  poem  Jesus  und  der  Aserweg)  In  his  Probleme 
der  Ljrik  (1951)  Benn  discusses  the  origins  of  the  lyric  of  today 
and  derives  it  from  Verlaine,  Rimbaud,  Valery,  Apollinaire  and 
the  surrealists  with  Andre  Breton  and  Louis  Aragon  as  pathfinders. 
Benn’s  liking  for  modern  French  poetry  may  be  congenital  (his 
mother  was  French  Swiss),  but  it  is  more  likely  to  be  because  by 
temperament  and  vocational  training  he  is  a  surrealist  with  a  sharp 
and  cunning  intellect  that  pierces  straight  to  the  core  of  pheno¬ 
mena.  But  as  a  surrealist  he  has  outstripped  all  the  rest  in  the 
ruthless  and  raw  cruelty  of  his  interpretation;  he  has  a  very  simple 
idea  that  appearances  are  ectoplastic  with  das  Nichts  beneath  them; 
he  is  therefore  classed  as  a  nihilist,  with  nihilism  in  the  philosophic 
sense  as  his  poetic  creed,  bound  up  with  the  corollary  that  pro¬ 
gressist  concepts  of  development  are  mythical  (Sartre’s  UEtre  et 
le  Neant ).  But  das  Nichts ,  he  argues,  is  supplanted  by  art,  which 
creates  from  the  very  wilderness  of  chaos;  nihilism  is  therefore 
productive;  the  poet’s  or  the  artist’s  task  is  to  keep  his  eyes  fixed 
to  Being  as  it  is,  not  to  imagined  idols;  and  his  aim  must  be  to 
express,  not  the  thing  itself,  but  his  contact  with  the  thing.  Miat 
the  poet  has  to  see  and  figure  is  the  Being  (das  Sein)  of  the  thing. 
Such  figuring  is  by  means  of  art,  and  for  this  "Montage Anns t  or 
‘  Artismus ’  of  expression  -  which  results  from  an  adjustment  (Aus- 
g/eich)  of  art  and  life,  of  mind  and  history  -  a  ‘ Doppelkben is  neces¬ 
sary.  Benn’s  nihilism  is  thus  in  effect  a  disintegration  which  leads 
to  an  integration,  and  the  final  result  is  a  transcendence  which 
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consists  of  the  recognition  of  real  it  \  and  the  expressing  of  it  in 
the  new  tonn.  Bonn's  apparent  pessimism  lite  is  a  matter  of 
instinct  and  fate  depends  on  chance  is  extraneous  to  creative  art. 
The  best  introduction  to  his  work  for  those  who  dare  to  venture 
into  it  is  his  volume  oi  selections  / rnnkene  l dnf  (194.9),  together 
with  his  autobiographical  and  sell-  interpretative  I)oi /; pel 7eb  en  (1950). 
hi  is  early  verse,  collected  in  ( icsawweffe  (nahchfe  (1927),  is  com¬ 
pleted  by  Xnsgnrdhlfe  ( re  die  aft  (19^6 );  S  fa  fisebe  Credichfe  (1948) ; 
P'ragwrnfe  (1951 ) ;  /  iesfillaftanen  ( 1 9  s  y) ; .  ■  I pres  hide  (1955);  and  Gesam - 
melfe  Gedicbte  1912-1926.  There  is  the  same  crass  realism  in  Benn’s 
Novellen  ( Gvhirm\  1917),  which  fin  intention)  pierce  and  parcel 
the  processes  of  an  intricate  mind  in  the  way  of  X-rays  detecting 
the  lesions  of  a  body.  The  cerebral  elueubrat  ions  of  a  young  sur¬ 
geon  crush  all  events  from  the  book  bv  treating  experience  as 
brain  reflexes.  One  of  the  institutions  the  hero  serves  is  an  inter¬ 
national  brothel  on  the  Red  Sea;  anti  throughout  the  book  the 
relations  of  mind  to  copulation  serve  to  show  the  hopelessness  of 
transforming  motion*  mental  or  physical,  to  action  without  a  pur¬ 
pose,  as  a  third  impulse  between  hunger  and  love,  to  restore  unity 
of  thought;  this  climax  of  speculation  would  apparently  amount 
to  panpsychism  bv  wav  oi  a  revival  of  Berkeley  s  ideas.  What  may 
be  genuine  philosophy  in  the  disquisition  is  side-tracked  by  such 
things  as  syllogisms  derived  from  the  blue  vein  running  from  hip 
to  pubic  hair  on  the  body  of  a  prostitute.  In  his  book  of  conver¬ 
sations  Dni  alia  A  Id n tier  (1949)  Bonn  explores  the  existential  situ¬ 
ation  of  today,  and  in  his  descriptive  sketches  and  critical  or 
philosophic  prose  he  diagnoses  the  symptoms  of  decay:  bavfit  der 
Perspektive  (1930);  Xaeh  dew  Xibikswus  (1952);  Der  Pfolomder 
(1949);  A nsdruckswdt  (1949) ;  hriibe  Prase  raid  Redeti  (1950);  Essays 
(1951).  Bcnnhs  Introduction  to  Das  Zeifa/fer  der  Angst  (p.  5 4°) 
throws  light  on  his  attitude  to  the  new  literary  phases. 

Perhaps  the  best  introduction  to  wiuiklm  ukhmann  (1882-  ) 
is  by  way  of  Bikinis  der  HI  fern  wtd  ersfe  Kindheif ,  one  of"  the  essays  of 
his  Beweg/iche  Qrdmmg  (1947),  and  the  autobiographical  matter  in 
his  Muhe  des  An  fangs'  (1952)  and  Bnkolisehvs  Tagehueh  am  den  Jahren 
xpzy-iyyz  (1948).  Born  in  Venezuela  as  the  son  of  a  commercial 
employ^  from  Lubeck  he  was  brought  back  to  Germany  when 
three  years  old.  He  took  his  PhT).  at  Kiel  ami  was  then  a  teacher 
in  various  schools,  for  the  best  part  of  his  life  in  the  Gymnasium 
at  Eckemfordc.  He  served  as  an  infantryman  in  World  War  I  and 
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was  for  two  years  a  prisoner  of  war  in  England.  Perhaps  this  is 
one  reason  why  English  literature  forms  so  great  a  part  of  his 
culture,  although,  no  doubt,  he  owes  most  to  Jean  Paul,  Clemens 
Brentano,  and  the  friend  of  his  earlier  years  Oskar  Loerlce,  whom 
he  never  tires  of  praising.  It  is  a  surprising  fact  that  Lehmann’s 
first  lyric  work  did  not  appear  until  fifteen  years  after  his  begin¬ 
nings  as  a  prose  writer.  He  began  with  novels:  Der  Bildersturmer 
C^9X7)>  Die  Schmetterlingspuppe  (1918),  Weingott  (1921),  Kuhm  des 
Dasems  (1953).  The  action  is  centred  in  Schleswig-Holstein,  but 
the  problems  of  the  cosmos  loom  behind  the  parochial  scene.  As  a 
lyric  poet  he  was  from  the  first  appraised  as  sui  generis  and  intrin¬ 
sically  of  the  first  order.  But  it  is  only  in  recent  years  that  this 
perception  has  pierced  through.  Lehmann’s  verse  is  difficult;  he  is 
specifically  and  intensively  a  Naturdichter ,  and  in  the  strict 'sense 
that  his  continuous  theme  is  nature  both  for  itself  and  as  symbol 
his  verse  may  be  so  recondite  that  for  full  comprehension  a  know¬ 
ledge  of  botany  and  of  animal  life  is  needed.  Lehmann  is  a  poets’ 
poet,  and  as  such  he  is  appraised  by  most  of  those  who  write  verse 
today.  There  is  no  doubt  that  his  direct  influence  can  be  traced  in 
much  of  contemporary  verse;  thus  there  is  something  of  his 
chthonic  concepts  in  the  verse  of  Oda  Schafer  (p.  552)  and  Martin 
Kessel  (p.  5  5  3).  It  is  now  a  matter  of  literary  history  that  Lehmann’s 
first  volume  of  verse,  Antwort  des  Schweigens  (193  5),  resulted  in  the 
founding  of  a  new  school  of  poetry,  ‘die  naturmagische  Schule\  (To 
critics  in  the  opposite  camp  ‘die  Sumpf-  und  Moordichter’ .)  Leh¬ 
mann’s  own  key  to  his  lyric  practice  is,  quite  simply,  ‘Bestehen  ist 
nur  ein  Sehen ’;  that  is:  to  live,  we  must  look;  the  existential 
principle  of  lyric  creation  is  to  see  what  nature  shows  and  to  bring 
one’s  own  personal  observation  into  relation  with  what  the  great 
poets  of  all  times  have  observed  and  dreamed  into  their  verse. 
The  real  key  to  his  creative  power  is  that  by  the  magic  of  his  verbal 
rendering  he  transforms  the  world  he  sees.  The  outcome  is  a 
magic  illumination  of  words:  the  word  represents  the  thing,  but 
the  thing  is  transformed  by  the  poet’s  representation  of  it.  It  is 
word  magic  rather  than  nature  magic.  He  is  a  pioneer  too  in  the 
cunningly  conveyed  modernity  of  his  themes;  one  savours  the 
nostalgic  mood  of  a  lovely  poem  (Gottin  und  Diva)  with  clear 
classic  contours  in  which  he  dreams  himself  into  the  grove  of 
Dodona,  hailing  Aphrodite  and  Diana  and  assuming  that  they 
have  vacated  their  thrones  to  Marlene  Dietrich  and  Claire  Bloom. 
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The  general  note  of  despair  in  his  verse  of  the  bomber  years  is 
relieved  by  the  upweiling  thought:  the  mind  still  creates  (Ich  bin 
genahrt.  Id)  hor  Gesdip).  At  first  glance  the  tacture  of  Lehmann’s 
verse  and  stanzas  is  traditional,  but  the  quickest:  reading  brings 
home  to  the  reader  that  there  is  everywhere  the  new  handling  of 
a  radically  new  poet.  Nor  is  there  anv  change  in  form  and  texture 
as  new  volumes  appear  l\r  yrfwt  (,aU  (19.12),  /  inf^fkkter  Slauh 
(1946),  Nod)  itid)f  ipttai  (tyso),  U lurid  n nder  Tati  (1954). 

The  most  striking  feature  in  the  verse  of  k  \rl  kroidv  (1915-  ) 
is  the  poignancy  in  his  pathos.  The  verse  is  tor  the  most  part  so 
smoothly  fluent  in  its  traditional  cadences  that  at  first  contact  he 
gives  the  impression  of  running  on  in  the  obi  grooves,  hut  closer 
knowledge  proves  his  ultra'  modernity  and  in  some  of  his  most 
drastic  poems  on  post-war  aspects  of  tod  a)  his  rebellious  rejec¬ 
tion  of  time-consecrated  lauds  and  soft  emotional  moods.  He 
acknowledges  the  influence  on  Ids  work  oi  1  )n >ste-I  Kilshoff;  this 
is  less  evident  than  that  of*  Rilke,  Trakl,  and  Wilhelm  Lehmann. 
In  the  mass  his  verse  is  in  the  wake  of  Wilhelm  I  .ehmann’s  cult  of 
the  interrelation  of  man  and  nature,  but  with  surrealistic  under¬ 
tones  and  existential  ideology .  Thus  \/t finely  features  Dauer. 
These  existential  ideas  are  by  now  commonplace,  but  in  poetry 
the  idea  is  merely  the  starting-point ;  what  matters  is  the  poem; 
and  in  Krolow’s  handling  the  notion  is  the  soul  of  the  poem,  not 
its  framework.  G 'edichfe  (199K)  is  a  volume  of’  selections  with  his 
volumes  I lochvflahks  iinfvs  JaAw;  (lygy)  mid  .  I ujlirden  (1949)  as  the 
staple.  In  7 leimuchumi  (1999)  there  is  sometimes  a  poignant  per¬ 
sonal  note;  Selbstbildnis  is  Baudelairean  in  the  mesh  of  drunken 
dream  the  flask  in  the  poet’s  hand  swells  out  to  a  vessel  that  sails 
blessedly  along  under  tropical  heavens,  c  >n  to  Jamaica  and  the  lips 
of  negresscs  at  the  rim  of  the  Paradise  btnond  this  world.  There 
is  a  ghostly  thrill  here  and  there;  as  in  Zerxforfes  Urns  with  its 
daring  images  and  its  poetization  of  the  coarsest  possible  words. 
Such  ultra-realism,  however,  is  in  stark  contrast  with  the  prevail¬ 
ing  feminine  refinement  and  delicacy  ofimage  (as  in  I  v/r  mein  Kind). 
Die  Zeichen  der  Welt  (1951)  is  confessedly  coloured  by  Krolow’s 
contacts  with  Lorca,  Supervielle,  Hluartl,  and  Auden. 

frit2  using  hr  (1895-  )  began  as  a  member  of  Die  Dachstube, 
a  group  of  young  revolutionary  poets  and  artists  grouped  around 
.  Joseph  Wurth,  a  master  of  handpress  printing  in  Darmstadt; 
.other  members  of  the  circle  were  Kasirotr  Kdschmidt  and  anton 
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schnack  (1892-  ),  the  brother  of  Friedrich  Schnack,  who  has 
been  prolific  both  in  verse  and  prose.  Usinger’s  Gedichte  (1940)  is 
made  up  from  selections  from  his  previous  work;  this  was  fol¬ 
lowed  by  Das  Gluck  (1947)  and  Hesperische  Hymnen  (1948).  His 
important  essays  on  the  literature  of  today  are  collected  in  Das 
Wirkliche  (1947)  and  Geist  und  Gestalt  (1948). 

Another  poet  who  combines  extreme  modernity  of  theme  with 
traditional  form  is  friedrich  georg  junger  (1898-  ).  He  makes 
great  use  of  the  trochaic  four-line  stanza,  familiar  to  us  from 
Goethe’s  West-dstlicher  Divan,  and  of  the  Klopstockian  hexameter. 
He  has  discussed  problems  of  form  and  syntax  in  his  Rbytbmus  und 
Sprache  im  deutschen  Gedicht  (1952);  he  shows  that  the  total  effect 
aimed  at  is  to  cut  out  the  monotonous  singsong  of  the  classical 
hexameter.  What  remains  (as  in  free  verse  not  in  hexametric  form) 
is  a  free  blending  of  dactyls  and  trochees.  Though  F.  G.  Junger, 
like  Rudolf  Hagelstange,  has  found  a  retreat  in  idyllic  seclusion  on 
the  shores  of  the  Lake  of  Constance,  he  is  anything  but  remote 
from  actual  problems  and  the  Zeitgefuhl  of  today;  indeed  he  is, 
like  his  elder  brother  Ernst  Junger,  deeply  immersed  in  them.  He 
deserted  the  legal  profession  -  he  was  a  j udge  -  for  j  ournalism,  and 
made  a  splash  with  his  poem  Der  Mohn,  which  branded  National 
Socialism  as  ‘das  kindische  Died  ruhmloser  Trmkenheif .  This  poem, 
taken  over  into  his  first  volume  of  verse,  Gedichte  (1934),  was  sur¬ 
reptitiously  circulated,  and  to  escape  from  the  close  watch  by  the 
Gestapo  which  was  the  result  he  settled,  in  1937,  at  Uberlingen  in 
Switzerland.  The  verse  of  his  first  volume  handles  the  moulds  of 
Klopstock  and  Holderlin;  in  Der  Taurus  (1937)  he  shows  himself 
a  master  of  the  narrative  elegy.  Der  Missouri  (1940)  and  Der  West- 
wind  (1946)  are  flanked  by  the  twin  volumes  Die  Silherdistelklause 
(1946)  and  Weinbergbaus  (1947),  both  in  four-foot  trochees;  they 
reflect  the  bucolic  peace  of  his  Swiss  retreat.  Die  Perlenschnur  (1948) 
was  followed  by  Gedichte  (1950),  a  collection  from  previous  books 
of  verse.  In  Iris  im  Wind  (1952)  there  is  a  note  of  elementary  cheer¬ 
fulness.  Taking  him  all  in  all  the  outstanding  quality  of  his  verse 
is  energy;  his  main  motifs  are  fire,  fierceness,  violence.  With  this 
goes  his  withering  contempt  for  the  masses.  He  is  indeed  an  out- 
and-out  aristocrat,  to  whom  the  great  enemy  today  is  Demos, 
whom  he  compares  with  rats:  ‘Was  auch  die  JLaZte  tut,  |  Sie  wird 
nichts  mehren.  \  Und  tdte  sie  noch  mehr  \  Sie  wird  mrspthrer? ;  or  with 
grubs  that  gnaw  at  the  root  of  life  and  whose  aim  is  to  draw 
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everything  down  out  of  the  light  into  the  dark.  In  such  poems  as 
Brautlied  and  Medea  (in  l),r  W'estwhul)  there  is  sexual  symbolism 
identical  with  that  of  Idisahcth  Langgasscr:  sex  or  the"  womb  is 
Hades.  As  a  writer  of  fiction  h.  G.  J linger  began  late  with  the 
short  stories  o i  DaiwaHnischc  \aeht  (19c  .)  and  Die  I>fa/ien  (1952) 
Of  his  essays,  Vine  das  Kowisehe  (1938)  is  audacious  in  its  negative 
approach  to  all  comic  elements  in  literature  humour,  wit  cari¬ 
cature,  paradox  ■  as  compared  with  the  beautiful;  the  line  of 
argument,  however,  is  not  so  incisive  as  that  of  George  Meredith 
in  An  J  if  say  mi  Cowan  urn!  tk  l  '.ns  of  :k  (  fwie  Spirit.  The  leading 
idea  of  the  essay  Grieehisck-  (d;.‘i,r  1 1  94 3)  is  that  t  he  idea  which  the 
Greek  gods  represent  -  the  ideal  oi  beaut  1  (Schiller  in  his  poem 
Die  Goiter  Griechenlands  say  s  the  same,  has  been  defaced  bv  modern 
science  and  technology.  'Ibis  idealization  of  Greek  concepts  is 
followed  up  by  Tita/un  (19441  and  ( ,ri,ef:sek-  Mxllnn  (1947),  and 
in  a  more  drastic  sense  by  the  attack  on  the  ‘ Alth)wd^iswus,  of 
today  in  the  essay  Die  If  rjt  A,nmi  t */■  / t  eh  nit.  (194(9  and  A luschhie 
mid  hioc/i/uw  (1949).  He  brands  this  frenzied  mechanization  as 
‘demonic  impulsion’,  and  argues  that  it  will  lead  to  the  anti-Statc 
and  inevitably  to  the  self  destruction  oi  man.  lie  sees  in  this 
perfection  of  technology  a  modernization  of  the  Greek  mvth  of 
Prometheus,  who  angered  the  gods  bv  bringing,  down  lire  from 
heaven.  Orient  and  Oh-idea!  fty.jx;  is  dev  oted  to  klopstock  and 
Martial  together  with  Persian  and  other  oriental  poetrv,  while 
Nietzsche  (1949)  maintains  that  the  philosopher  ran  011K  be  under¬ 
stood  if  the  whole  man  and  the  whole  mass  of  his  u  ork  is  grappled 
with. 

paula  VON  prkkadovu:  (1XH7  1 9s  j  j  will  be  remembered  as  the 
author  of  the  new  national  anthem  oi'  the  Bundesrepuhlik  of 
Austria,  land  der  /fvyg,  l.aind  dee  Strilme .  As  a  lyric  son  us  te  r  she 
began  full-fledged  with  Siidlieher  Soww,r  (1929);  this,  with  Dalma- 
timsche  Sone/te  (1935),  is  verse  direct  h  inspired  bv  the  racial  and 
landscape  poetry  ot  1st ria  anil  Dalmatia,  where,  though  she  was 
Viennese  bom,  her  youth  was  passed.  1  Icr  verse  is  collected  in  the 
three  volumes  of  l  erloreue  /  Uimat  (1 949 ^  the  'lost  homeland1  is 
fht.  coast  and  the  shimmering  islands  ot  Dalmatia),  Sehieknalsland 
(1952;  mainly  lyrics  of  Austria’s  laddens^t  it  from  1934  to  1948, 
grim  pictures  of  Vienna  in  the  grip  of  war  -  air-raids,  dug-outs 
and  fhe^rest),  and  Go  It  tmd  das  1  ler%  (1932,  poems  laid  on  the  altar 
of  the  Catholic  faith  as  the  saving  power  ol  her  third,  her  spiritual 
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homeland).  Great  originality  and  experimental  daring  -  modernist 
innovation  with  outwardly  an  old  technique  -  show  in  her  novel 
Pave  und  Pero  (1940) ;  it  is  a  vie  romancee  based  on  the  correspondence 
(in  the  1850s  and  thereabouts)  of  the  author’s  grandfather  Petar 
Preradovic,  a  general  in  the  Austrian  army  and  the  national  poet 
of  Serbia  (or  perhaps,  more  narrowly,  of  Croatia),  with  his  Italian- 
born  wife  Pave  de  Ponto.  There  is  a  strong  academic  interest, 
palpably  for  Slav  scholars,  but  also  for  German  specialists:  there 
is  a  visit  paid  to  Petar  Preradovic  in  Vienna  by  the  best-known 
collector  of  Serbian  songs,  Vuk  Stefanovic,  whose  painstaking 
work  Goethe  praises  in  his  essays.  Jakob  Grimm  learnt  Serbian 
from  the  grammar  Vuk  had  written;  and  then  Grimm,  Vuk  and 
his  daughter,  and  Goethe  translated  these  strange  old  poems  into 
German  verse.  The  short  story  Konigslegende  (1950)  is  in  substance  a 
Serbian  ballad  in  prose;  a  tribal  king  is  defeated  by  the  Normans  of 
Dalmatia  and  is  taken  to  a  small  island  where  he  lives  in  a  fisher¬ 
man’s  cottage  and  ends  contented  with  the  fisherman’s  calling.  In 
Die  Versuchmg  des  Columba  (1951),  another  short  story,  the  Irish 
missionary  is  visited  on  the  island  of  Iona  by  a  girl  from  the 
heathen  wilds  of  Donegal;  she  had  been  betrothed  to  him  as  a 
child,  and  now,  pulsing  with  the  vigour  of  her  healthy  fife,  she 
has  found  bim  out  in  his  island  fastness  and  tells  him  she  has  come 
to  claim  her  man  and  her  children.  She  comes  near  to  sweeping 
the  saint  off  his  feet;  not  because  he  is  a  man  in  the  flower  of  his 
youth,  but  because  she  has  hung  a  bundle  of  aromatic  herbs  round 
his  neck  in  memory  of  the  old  homeland;  and  these  herbs  are 
bewitched.  They  are  removed  and  he  is  once  again  a  saint;  she 
too  had  been  bewitched  while  she  had  the  herbs  on  her  breast; 
now  they  are  removed  she  can  repent,  and  she  dies  in  lashing 
gales  on  a  barren  rock  off  Iona. 

Existentialism  is  not  glaringly  prominent  in  the  lyric  verse  of 
heinz  piontek  (1925-  );  he  rather  represents  a  new  type  of  drastic 
realism  which  is  transformed  to  symbolic  significance  by  the  total 
import  of  the  poem.  He  is  by  birth  a  Silesian,  and  the  Silesian 
landscape  with  its  Slav  frontier  comes  into  the  staple  of  both  his 
verse  and  his  prose.  His  first  verse  volume  was  Die  Furt  (1952); 
the  title  is  taken  from  one  of  the  poems  which  is  obviously  based 
on  the  recollection  of  the  poet  as  a  soldier  fording  a  shallow  river 
just  as,  one  assumes,  he  is  still  wading  through  the  endless  and 
perilous  ford  of  daily  existence.  The  main  impression  of  his  lyric 
.8  1 
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individuality  is  that  <>1  an  impressionistically  coloured  idealization 
of  landscape,  wistfulh  k>\cl\  or  perhaps  ironieallv  tinged  as  the 
component  elements  of' the  total  picture  pass  before  the  reader’s 
mind,  and  with  the  inwrapt.  meaning  unfolding  as  a  single  truth 
as  the  parts  merge  into  a  visualized  whole.  'Ihus  in  Dtr  Bamrbeiier 
we  have  a  ruthless  survey  of  the  tricks  and  habits,  when  on  duty 
of  a  builder’s  labourer  of  todav :  ” 

Am  Ikbslen  sit-yt  er  still  uttf  tkr  I  .a/rine 
mid  lies 1  die  Zeittm ”,  knit/rhys  Papier: 
iiqiviscbcn  sucht  ihn  yprniy  dtr  Poiivr  - 
im  Leer/ar/f  hdrsebt  dtr  Stabi  der  Miscbmascb'me. 

And  so  lortli.  And  then,  as  the  poem  ends,  what  passes  through 
the  rudimentary  mind  the  fellow  lias:  b 

,5V/’.r  drum l  liryibt  dtn  Pyramidal  Damr, 
die  l  mverijuadt  rn  schnier-yen  ibu  im  ( iriff  \ 
friib  hilfl  er  einew  Paiithauuuihiut  r, 
in  China  site's  er  aij  tier  (rrossai  A  Inner 
mid  wartet  auf  den  I  hirrabendp/itf. 

Here,  as  oiten  in  Piontek  s  verse,  it  is  the  last  line  that  tells  or 
bowls  one  over.  Piontek  s  metrical  technique  varies :  the  earlier 
lyrics  are  strictly  traditional  in  form,  faultlessly  rlumed  and  rhyth¬ 
mically  smooth;  then  we  have  a  stretch  of"  uniin med  verse  with 
lines  of  unequal  length,  this  genre  too  as  old  a-  C  iocthe  and  differ¬ 
ing  only  from  the  older  pattern  in  the  more  pointedly  impression¬ 
istic  purpose  and  in  the  strict  concentration;  these  poems  are 
essentially  thumb-nail  sketches  of  ehusts  r:ns  and  passing  as  on  a 
television  screen.  The  technique  remains  constant  in  Hmchfahne 
(195 3>  There  is  gnm  realism;  thus  in  Pferdejunpy  Piontek  builds 
up  a  picture  of  a  stable-boy  at  his  routined  jobs  and  the  effect  of 
each  one  of  them  on  him;  the  instances  and  the  stable  slang  arc  so 
s  ocsingly  new  that  the  total  efiect  is  that  of  an  undiscovered 
world  One  salient  feature  as  in  Piontek ’s  t  erse  generally  -  is 

?  r  SlrCCtCC^n^  ,nsf:int‘es  seem  so  distanced  from  one  another 
m.t  e^ai-  etched  relativity  of  the  linked  concepts  that  the  reader’s 
mmd  leaps  from  impression  to  impression;  this  Piontek  justifies 
learnedly  by  a  saying  of  I  leraclitus  (placed  as  a  motto  at  the  head 

o  ,  one  o:  the  poems)  that  even- where  everything  is  linked  and 
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chained  in  floating  impressions.  In  Das  Mahl  der  Strassenwarter  the 
chain  of  sensations  is  concentrated  in  the  short  time  of  a  meal  of 
road-menders  by  the  wayside,  but  imaged  in  the  four  quatrains  is 
the  state  of  mind  of  the  roughest  class  of  workmen  and  their 
robust  savouring  of  existence:  Die  Kaffeekanne  gluckst,  die  Krusten 
brechen,  \  dem  Alien  hangt  im  Bart  das  gelbe  Ei,  \  der  Ziegenkase  hindert 
sie  beim  Sprechen,  \  der  Mittag  Zieht  als  Butterduft  vorbei.  In  the  series 
Vergdngliche  Psalmen,  with  which  the  volume  ends,  the  mood  deep¬ 
ens,  but  the  instances  still  leap,  as  in  the  psalm  that  answers  the 
question  Was  ist  der  Tod?  —  it  comes  between  love  and  riot,  to  a 
table  in  the  Express  Cafe,  at  5 .0  a.m.  in  a  prison  yard,  under  a  roof 
of  leaves  shattered  to  shreds  in  Vietnam,  and  -  e icb  finde  ihn  herbst- 
lich  im  verwesenden  Braun  alter  Bourne ’  (the  softly  drifting  sad  rhythm 
of  this  last  line  aptly  sums  up  the  foregoing  short-lined  instances). 
In  Wassermarken  (1957)  once  again  the  far-fetched  relativity  of  the 
linked  ideas  sums  up  to  a  symbol  of  existence.  The  titular  poem 
visualizes  the  height  of  the  tide  or  the  depth  at  a  given  moment  of 
the  rolling  river  of  time  which  sweeps  us  along.  In  several  of  the 
poems,  if  they  are  taken  together,  there  is  a  poignant  vision  of 
soldiering  through  the  centuries.  There  is  a  lighter  lift  of  rhythm 
in  the  second  section,  Ostliche  Koman^en,  in  which  the  scene  shifts 
to  the  Slav  frontier  and  the  rude  pains  and  passions  of  low  life, 
as  in  Der  besoffene  Korschinskj,  the  life-story  of  a  besotted  and  be¬ 
draggled  beggar.  Vor  Augen  (1955)  attempts  a  new  technique  of 
symbolic  prose ;  in  several  of  the  Proben  and  Versuche ,  as  the  two 
sections  are  entitled,  there  may  be  the  rough  contours  of  a  hinted 
short  story,  but  in  the  generality  of  the  ‘probing  experiments’  we 
have  characters  and  a  situation  but  no  ending  -  the  narrative  breaks 
off  at  a  critical  turn  and  the  reader  is  left  to  think  out  for  himself 
the  inevitable  ending.  But,  as  in  the  sketches  Dnterwegs  and  Ver- 
sprengt,  Everyman  is  represented  by  a  soldier  on  the  Eastern  front 
who  has  deserted  or  has  lost  his  regiment  -  the  endless  Russian 
plains  where  he  has  campaigned  stretch  behind  him  and  before 
him  stretches  an  end  as  far  beyond  his  reach  as  is  the  place  where 
his  cradle  lay:  Everyman  is  a  displaced  wanderer,  or  an  Argonaut 
sailing  to  a  mythical  horizon.  All  the  same  there  is  in  the  more 
typical  of  these  gloomily  toned  tales  ( Proben )  a  defiant  ring  of 
courage:  the  war  is  lost  and  all  is  lost,  bu t-Vbersteben  must  be  the 
watchword  (Icb  mrde  denKreig  uberstehen. . . .  Icb  will leben ,  icb  babe  den 
Mut  das(u).  Thus  we  have  before  our  eyes  {Vor  Augen  is  the  title 
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ot  ihc  last  I  ersikij)  that  heroic  will  to  survive  which  is  the  secret 
o  West  C.ermanv’s  place  in  the  world  tod;n.  And  dearly  vi 
./!/«'//  must  he  ranged  with  the  XaMyn^iih-raiur.  St vl isttcallv  I 
though  in  the  three  sketches  grouped  as  Or-,  nyhUsische  Pro?a  \ve 
have  colourful  vignettes  of  Ihontek's  I  ppcr  Silesian  homeland  - 
the  prose  is  shorn  and  clipped  to  staccato  sentences  and  dialogue 
while  the  language  is  often  that  of  the  commonest  speech,  so  that 
all  this  constitutes  a  challenge  to  established  narrative  stvle 
Apart-  from  being  a  painter  and  a  sculptor  Rrm  saurMUw 

MTTAis  P°Pular  as  P1*1  ;liul  novelist.  She  is  a  convert  to 
C-atholtcism,  and  thus  it  is  natural  that  there  should  he  a  strono- 
religious  element  in  her  work,  as  in  ,he  verse  v.  Times  Her  Knosbel 

gtimd  (1^24),  IXtS  1  iKSlMhl/  (ic;2(»},  /),/•  Rt-i't' /;/>.;:<  (inn)  Dig  'i'ennp 

(193  0,  and  !><r  Suw/ri»A  (t  There  are  post  .War’  moods  of 
sadness  m  Alary  twd  \  n,si  [  nj.rj.  Her  prose  fiction  blends  the 
ideals  of  home,  the  tasks  of  with  and  mother,  with  her  symboliza¬ 
tion  of  (.luirch  legend  and  ritual,  as  in  the  nine  stories  of  Der 
bhihauk  Slab  (19*9).  m  sun.  u  cm  k  im.iim  r/.  ■  )  collected  her 

poems Jrom  a  period  ot  twenty  years  in  C„Jichl,'  (1947).  The  feel¬ 
ings  ol  tile  war  anil  its  aftermath  eome  out  strongly  in  her  work 
as  in  l lolmlan z  (1946).  She  proves  her  mastery  ’of  free  rhythms 
above  all  m  luhmjtsnmik(um).  < >f  her  novels  Uebe  bemni  tends 
to  autobiography;  (a/slare  Courbet  ( itjV  .)  is  devoted  to  the  life  and 
times  ot  the  hrench  painter  who  in  1871  was  exiled  for  his  par¬ 
ticipation  m  the  revolution  against  the  government  of  Thiers  (la 
Commune)  oda  schafkk  (1900-  )  is  best  known  for  her  verse 
(V-  545),  hut  she  has  also  written  ficti.  m  f Dir  Kasl.wlndmsbe,  1948  • 
^  I94H;  lmmrl(!k'  >W).  She-  is  well  known  for 

There  ts  ahard  note  of  personal  experience  he  was  an  American 

with  rVvbr  ~  ?C  vmu  of  <iiSn  H  );  it  begins 

the  n?  (l930)'  ",  Ab&/f®m  OebSfte  (>94«)  the  poet’s  life  in 
IT:?!  nCTS  Cfmf  1Kidcscnhcd  vvit!l  unrelenting  realism.  It  reeks 
„  f  T  “  n°  doubt  thc  CiUnP  did  5  l>ut  there  arc  moments  of  relief 

rdi  he-/t/rai?gCv°eni  Which  begins  with  ‘Die 

irockenmilch  der  P,rma  Harrison  Brolfnrs,  |  ChiltavC,  savours  the 

eating  of  the  succulent  one  eighth  per  prisoner,'  and  then  goes 
back  m  nostalgic  memory  to  the  smell  of  the  kitchen  in  child- 

AriSyearS and,thTclu,tch!ng  °f  mothcr’s  •  'Oh Ofenmirm, 

arme  *  *  •  limit  is  reached  in  l  Mirim  with  its  third 
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stanza  that  made  case-hardened  German  critics  squeal:  Irr  mir  im 
Ohre  schallen  |  Verse  von  Holderlin.  |  In  schneeiger  Reinheit  spiegeln  I 
Wolken  sich  im  Urin .  But  there  is  pure  poetry  in  such  a  poem  as 
Abends  am  Zaun  -  a  masterpiece.  Eich  still  fuses  near  and  distant, 
present  and  future,  in  Ms  other  verse  book,  Untergrundbahn  (1949)! 
For  the  rest  he  is  the  writer  of  numerous  radio  plays  (. Horspiele ), 
which  he  has  contrived  to  enliven  with  inventiveness. 

Of  the  humorous  poets  of  today  one  of  the  best  known  is 
ERICH  kastner  (see  p.  374).  Very  popular,  too,  is  the  rollicking 
verse  of  eugen  roth  (1895-  ):Ein  Mensch  (1935),  Die  Frau  in  der 
Weltgeschichie  (1936),  Der  Wunderdoktor  (1939),  Mensch  und  Un- 
mensch  (1948).  Fie  also  writes  serious  verse,  for  the  most  part  wist¬ 
fully  recording  the  season’s  moods:  Traum  des  Jahres  (1937),  Rose 
und  Nessel  (1951);  and  Novellen:  Das  Schwei^erhdusl  (1950),  tales 
and  anecdotes  from  the  years  of  Ms  boyhood  in  Munich.  Buffoon¬ 
ery  runs  riot  in  the  rhyming  of  the  itinerant  cabaret  mime  joachim 
ringelnatz  (1883-1934),  whose  pet  pose  was  that  of  a  drunken 
sailor;  his  seafaring  in  early  years  provided  Mm  with  the  matter  of 
his  Kuttel  Daddeldu  (1933).  His  Clownerien  are  collected  in . .  .  und 
auf  einmal  steht  es  vor  dir  (1950);  a  good  approach  is  Ausgewdhlte 
Gedichte  (1950).  Another  Brettl-Dichter  was  fred  endrikat  (18  90- 
1942);  he  began  with  Die  lustige  Arche  (1935),  a  ‘Tierfibel  fur  Jung 
und  Alt\  and  continued  with  Hochst  weltliche  Sundenfibel  (1939), 
Liederliches  und  Lyrisches  (1940),  and  Der  frohliche  Diogenes  (1942). 
Verse  und  Lieder  (1949)  is  a  selection. 

Lack  of  space  alone  prevents  an  adequate  appreciation  of  other 
lyric  poets,  some  of  them  young  but  forging  ahead.  A  good  intro¬ 
duction  is  the  Reclam  anthology  Deutsche  Lyrik  der  Gegenwart  (1955). 
Kurt  erich  meurer  (1891-  )  is  available  in  Ms  Cello kon^ert  Aus¬ 
gewdhlte  Gedichte .  paul  celan  (1920-  ),  a  Slav  by  birth  (bom  at 
Czernowitz  in  the  Bukovina),  made  a  good  beginning  with  a 
volume  of  surrealist  verse,  Mohn  und  Gedachtnis  (1952);  Ms  aim 
is  to  shadow  forth  the  intimate  interrelationsMp  of  things. 
A  selection  of  peter  gan’s  (1894-  )  poems  (Die  Windrose,  1935; 
Die  Holunderflote ,  1941)  is  now  available  in  an  Inselbiicherei  num¬ 
ber:  Preis  der  Dinge.  Vom  Dichter  ausgewahlt  (1956).  There  is  some¬ 
thing  of  Wilhelm  Lehmann’ s  chthonic  concepts  in  martin  kessel’s 
(1901-  )  Erwachen  und  Wiedersehen  (1940)  and  Gesammelte  Gedichte 
(1951).  WALTER  hollerer’s  (1922-  )  expressed  aim  in  Der  andere 
Gast  (1952)  is  to  create  cBilderfur  Bildloses\ 
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Of  the  Austrian  lyric  poets,  hans  Mmmr.KN  (,896-  )  has  written 
many  volumes  of  verse,  from  U"ie  rwrV  m,  mJbr  (  '  ^ 

/.tnschen  den  Aden  (1950).  joh \n\  r;rvKr\  (um~  )  Lll  ° 

in  !’*  h()"k  *  *1"  vcitc  Irdhcbt  Utanei 

(1945);  Lehen  des  Mahrs  !  incenl  run  Curb;  /;/w  Dichftmin  70 
Lieignissen  {1,)^)  points  forward  t<>  that  familiarity  with  the  mini-, 
ers  of  all  lands  and  all  apes  which  is  to  he  the  mark  A  Vberail  aid 
nnstrer  lerde  (1951);  typical  is  Bum  rtiDeb-,  ii,  which  drastically  tt 
produces  Bren, -.he!  in  the  manner  of  Vcrhaeren's  1  fla wandes  but 

also  Handers  as  \  erhaeren  knew  it.  ( )f  the  women  poet  sol’ Austria 
KATtn-  BKArx-PHAdi  K  (188*.  )  is  epualh  painter  and  poet,  and 
icrefote  it  is  natural  that  the  landscape  moods  of  her  native  land 
should  be  visioned  m  her  verse;  this  is  true  even  of  the  section 
lined, md  i9S9-'9-f9,  written  while  an  exile,  which  we  find  in  her 
whimc  of  selected  p,  wins  S/vn,  In:  Srhnu  ( 1 9.(9.) ;  even  in  the  poem 
Kochi n in  der  Iretude  she  sees  the  snow-capped  mountains  when  she 
spreads  sugar  on  food.  Site  has  taken  over  the  doctrine  of  her 
brother  helix  Braun  that  “Jiving  is  loving',  and  this  is  the  inspira¬ 
tion  of  hot  extensive  anthology  (verse  and  prose)  Liehe:  Dus  Mass 

nmh  T^  U/  Ijeh™  f.M  ALss  as  if  is  ()f  die  companion 

ntholog\  compiled  in  collaboration  with  her  brother.  Das  Bush 

derMnUcr{um)  kiuka  mitt,  ki,k  (.906-  )  began  with  Dank  des 
LMiens  (1930,  which  includes  her  world  -famous  correspondence 
in  verse  with  Rilke.  She  is  best  known  for  her  novels  (/ lilhensoune, 

wl  ’fDr  '"T  /<T  Ue//'  Wir  sh,d  1945;  Dieaackte 
(xji  \lVv\'  'r';RM!^  -'°N'  K,'mwms'  C*yo8-  )  alter  her  Cedicbte 
Ih  -Ct  hCrSC  1  aS  Un  cssa-visI  anii  translator  (Rimbaud, 
.Ml  ,rhc“spiratIon;>f  CHK.ST.N,:  1. '.V  int’s  (191,-  )  Die  Beitler- 
schak  (1956)  is  strongly  Catholic  in  its  refined  symbolism.  Of  the 
same  age  is  chmstink  iivsta  (1915.  ),  win,  has  firmly  fixed  her 

2d!  Sr  7lth>^^M-(>95o);  Per  Reyenbaiw:  (1952);  Jj,mp, 
(1026  ^  ’  a!’-aiSf1  ^  -  0UnRCr  PocU‘ss>  INCIKHOKG  hachmann 

:J  "  1..  as  donc  w|fb  her  Die  gfshmdete  V.eil  (1953;,  Anrufune,  des 
grossen  Eaten,  and  Die  Scheune  der  1  'iigef 
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Cas.ino\a,  218,  223,  235-6,  264,  384, 
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depersonalization  of  the  lyric,  see 
Entichung 

detective  novel,  303,  330,  480 
deutsche  Michel ,  der,  31,  268,  289 
Deutsche  Theater ,  das,  11-12,  29 
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Hattingberg-Riechling,  Magda  von, 
204 

Flauptmann,  Carl,  23,  51,  61 

Gerhart,  1,  5,  12-13,  17-18,  21, 
24ff,  54,  70-H  74,  77,  89,  T42> 
172,  219,  221,  229,  255,  262,  274, 
277,  279,  292,  297,  325,  369,  378, 
388,  394,397,4*8,440,  479 
Haushofer,  Max,  21 
Hausmann,  Manfred,  500,  501-2 
Hebbel,  Friedrich,  4,  12,  32,  48,  106, 
137.,  170,  191,  251-2,  253,  254, 
259,  260,  263-4,  266,  268,  347, 
355>  525 

Hebei,  Johann  Peter,  275,  367 
Fleer,  Jakob  Christoph,  17,  350 
Hegel,  G.  F.  W.,  35,  266 
Hegeler,  Wilhelm,  81 
Heiberg,  Hermann,  79 
Heidegger,  Martin,  448,  539 
Heiligenlegenden ,  330,  337,  340 
Heimatkunst,  274,  336,  34 6ff,  379>  429 
Heimkehrer, 484 ; -drama,  395, 398,481; 

roman ,  345,  366,  3^3>  434,  48a 
Heine,  Heinrich,  28,  109,  119,  164-5, 
294,  382 

Heinse,  J.  J.  W.,  306 
Heiseler,  Bernt  von,  411-12 
Henry  von,  474 

Heldenlosigkeit ,  23,  26,  28, 44,  232,  344 
Hellenism,  41,153 ; see N eo-Hellenism 
Hemingway,  Ernest,  450,  482 
Henckell,  Karl,  15,  20,  418 
Henz,  Rudolf,  529-30 
Herder,  J.  G.,  20,  102,  137,  441 
heredity,  3,  25,  27,  432;  see  Darwin 
(ism) 

Hermann,  Georg,  317-20 
hermaphrodites,  249,  274,  285 
Herren:  -mensch,  - moral ,  293 
Herzog,  Rudolf,  104,  354 
Hesse,  Hermann,  17,  33,  257,  28iff, 
289,  314, 4°H  428,448,  465 >  47H 
485 
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Ilcvm,  Georg,  420  1,  448 
Hey mcl,  Alfred  Walter,  61-2 
Heynickc,  Kurt,  425 
Ileyse,  Paul,  4,  5,  60,  65,  257,  281, 
326 

Hide,  Peter,  22,  37,  50-1,  61,  336 
1  tiller,  Kurt,  425 
1  lindemith,  Paul,  425 
1  lirsehfeld,  Georg,  5  2,  83 
historieal  drama,  2,  1  r,  13  14,  29,  48, 
407-8 

novel,  2,  307-8,  331,  381(1" 

Hitler,  Adolf,  33,  133,  148,  157,  255, 
383,  386,  404,  406,  426-7,  443, 

445,  464,,  488,  493,  494  S*  V'M> 
53°>  53fi>  539.  34- 
Hochwiikler,  Fritz,  41 2tf 
Hofburgtheatcr,  see  Burgt  heater 
3  Iotlmann,  I i.  T.  A.,  71  3,  217, 

328,  362,  473 


Hofmannsthal,  Hugo  v<  *n,  84,  89, 
128,  130,  136,  I53,  170,  172, 
2IofF,  229,  232,  239,  240  -  1,  2(>  t, 
264,  3OI,  327,  503 

Hohenzollern  plays,  1 3,  395-  6 
I  Iohenzollerns,  13,  30k 
Ildldcrlin,  Friedrich,  5,  33,  122,  146, 
257,  276,  282-3,  384,  421,  525, 

537,  547,  5  53 
J  Idllerer,  Walter,  553 
Hollander,  Felix,  80,  8r 
Holstein,  106-7;  Schleswig-1  fol- 
steia 

Holthusen,  1  Ians  Kgon,  155,  538-  40, 


540--1 

Holy  Grail,  134;  see  Grail 
Hoh,  Arno,  14, 15H;  18-20,  22-3,  25, 
42,  85,  101,  154-5,  256,  417 
Homer,  125,  153 
homme  incompris ,  27,  29 
homosexuality,  140-1,  216,  229,  307, 
TT  3p>  374 

Hopkins,  Gerard  Manley,  541 
Horspkk ,  552-3 

Much,  Friedrich,  17,  283,  289!!,  293 
Ricarda,  257,  283,  289,  3251,  381 
Rudolf,  289,  292ff 

Huggenbcrger,  Alfred,  350 
Hugo,  Victor,  1,  18,  20,  49,  214, 
267 

humorists,  59$;  246,  553. 
humour,  49,  ^sff,  370, ..■5  5 3  ■  ' 

Husserl, 'Edmund,  ^  . 


Huxley,  Aide  >us,  461,  464,  486 
linesmans,  Karl  Juris,  62,  70,  76  87 

220  J  h 

hymns,  278 
hypnotism,  251,  303 

lawhcndr, ima,  13,  251,  5 19-20 

Ii>H-n,  I  K-iirik,  4,  1 2- 1, ,25-7,  J2>  g3; 
Ky,  123,  172,  233,  253,  262,  328, 

331,  359,  361 

h‘h -,  ! nfaetmju  7 7 »  103-4,  137 
idcouirama,  see  (kdankmdrama 
idylls,  42,  376,  394 
impress!*  mism,  3,0,  77,  S7>  108,  179#, 

2  2h 

incest,  5^,  38,  62,  70,  222,  271,  283-4, 
394,  476 

htse!%  Die,  62,  278 
irony,  282,  288  ■  9,  3 o 5 f f 

Italian  inlhience  and  colouring,  1 23, 
248-50,281,305.6 
Italy,  if, 1  2,  1-3,  I??,  215-6,  256, 
294,  325  6,  3  3  r 

Jac* >hsen,  pais  Peter,  130,  159,  183, 
208,  247,  430,  501 
Jacques,  Xorhert,  377 
Jahnn,  1  Ians  1  fenny,  368,  403  -5 
jakobowski,  Ludwig,  20 
Jaspers,  Karl,  448,  449 
Jean  Paul,  aw  Richter 
Jetts,  Walter,  488-9 
Jamiit/foit,  181,  199,  507,  512 
Jensen,  Johannes  V.,  355 
Jcrsehke,  Otto,  17,  20 
Jesuits,  369,  4 to,  413 
Jesus,  25,  35  6,  43,  78,  #o-x,  142, 
t6t,  177,  191, 229,  256,  261,  341, 
349.  3 GU  366,  37 K  397 
Jews,  7,  20, 52,  72,  79,  91-2,  1  [4, 1 17, 
l,  210,  228,  235,  237,  255, 
262,  2K1,  2 HI),  299,  300,  318-20, 
340,  366,  371,  374,' 381,' 383-4, 
386,  428,  441,  443-4,  452,  459, 

475>  476.  49<i  5«« 

John  the  Baptist,  48,  222 

Johst,  I  hums,  360,  428 
Journals;  Dk  Akthn,  425 ;  Biiitter fur 
dk  Kwuf,  n  7,  1 2 8 “9 ;  Dk  Packet, 
92;  I  ikfiende  Bid  iter,  65 ;  Die  Preh 
Bidme,  Die  Neae  Hmdsehem,  13-14; 
Dk  Gmifsi'Ijaft,  23;  Dk  i  lei  mat, 
347;  Das  1mm  liekh,  434;  Dk 
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Journals  (cont.): 

Insel,  62,  278;  Der  Kondor ,  425; 
Das  Neue  Pathos,  424;  62, 

1 17,  170,  229;  Quadriga ,  370, 
4x9;  Simplicissimus ,  57,  63-4; 
Der  S turm ,  42  5 ;  Die  Weissen  Blat¬ 
ter,  364;  D/>  Zukunft,  13 
Joyce,  James,  368,  404,  450,  502-5 
Judith  theme,  170,  264,  391-2 
Jung,  C.  G.,  283,  441 
Jung-Deutschland,  1,  79,  321 
Junger,  Ernst,  378,  432,  460,  462% 
468,  482,  485,  488,  547 
Friedrich  Georg,  276,  547-8 
Jmgstdeutsche  Beivegmg,  79 
Junkers,  47-9,  293-4 

Kafka,  Franz,  72,  226,  381,  402-3, 
45off,  462,  484,  494,  504 
Kaiser,  Georg,  17,  32,  80,  170,  258, 
389,  39iff,  413 

Kant,  Immanuel,  175,  498,  500 
Karlweis,  89 

Kasack,  Hermann,  460,  464 
Kaschnitz,  Marie  Luise,  540,  552 
Kassner,  Rudolf,  446 
Kastner,  Erich,  374-5,  553 
Keller,  Gottfried,  1,  4,  44,  105,  218, 
227,  237,  257,  272,  277,  281, 
288-9,  327>  33°>  333,  35°,  353, 
43  8 

Keller,  Paul,  357-8 
Kellermann,  Bernhard,  368,  486 
Kellnerinnenroman,  79 
Kelmscott  Press,  135 
Kessel,  Martin,  545,  553 
Kesten,  Hermann,  490-1 
Key,  Ellen,  16 1,  175 
Keyserling,  Eduard  von,  47,  119, 
293ff,  430 
Hermann,  443 

Kierkegaard,  Soren,  328,  446,  448, 
495,  50I>  5I3 

Kipling,  Rudyard,  105,  320,  398 
Kirchbach,  Wolfgang,  33 
Kirchhoff,  Wilhelm,  275 
Klabund,  247,  257,  362-3,  378 
Klages,  Ludwig,  131,  140,  *5 1 
Kleeborn,  Hermen  von,  554 
Klein,  Karl  August,  128,  130-1 
Kleist,  Heinrich  von,  5,  12,  29,  32, 
35,  83,  134,  i-5 1,  268,  301,  355, 
384,  396,  405 
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Klopstock,  Friedrich  Gottlob,  86, 
155-6,  361,  421,  547-8 
Knabenllehe,  see  homosexuality 
Kneip,  Jakob,  274,  418 
Knittelverse ,  35,  223 
Kokoschka,  Oskar,  388,  401 
Kolb,  Annette,  491—2 
Kolbenheyer,  Guido,  382-3,  428 
Kolbenhoff,  Walter,  482-3 
Kolonialroman ,  357-8,  378-9 
Kompromissdramatiker ,  44# 

Konig,  Eberhard,  34 
Kornfeld,  Paul,  389 
Kosmiker,  die,  141-2 
Krafft-Ebing,  August  F.  F.,  37, 
220 

Kralik,  Richard  von,  223 
Kramer-Badoni,  Rudolf,  484 
Kraus,  Karl,  92,  429 
Krauss,  Werner,  34-5 
Kretzer,  Max,  27,  jjff,  320 
Kreuder,  Ernst,  46i£F,  462 
Kroger,  Timm,  106,  351 
Krolow,  Karl,  539,  546 
Kubin,  Alfred,  72 
Kulturkampf,  6,  350 
Kulturphilosopben,  20,  429,  444 
Kunstler :  - novelle ,  183,257,276;  -roman, 

79,  282>  29T>  3I2>  345 
Kurz,  Isolde,  281,  325-6 

Lachmann,  Hedwig,  114,  117,  220 

Lagarde,  Paul  de,  444 

Lagerlof,  Selma,  32 

Land,  Hans,  80 

Langbehn,  Julius,  162,  444 

Langgasser,  Elisabeth,  475$,  548 

L’Arronge,  Adolf,  11-12,  29 

Las  Casas,  369,  496-7 

Lasker- Schuler,  Else,  22,  321,  335-6 

Latent,  507-9 

Lauff,  Josef,  268,  351 

Lavant,  Christine,  554 

Deb ensphilo sophie,  442,  446,  465 

Lechter,  Melchior,  135 

le  Fort,  Gertrud  von,  339ff 

Legendenspiel,  51 

Lehmann,  Wilhelm,  276,  544ff,  553 
Dehrer-  und  Schukrstiicke,  17, 52-3,  64, 
391 

Leif  helm,  Hans,  276 
Leip,  Hans,  492 
Leitgeb,  Josef,  276,  528-79 
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Lcnau,  Nikolaus  von,  104,  358,  377, 
500 

Lernet-Holenia,  Alexander,  525-6 
Lersch,  .Heinrich,  418-9 
Lesbian  love,  56,  117,  184,  272,  307, 
386,471,476 

Lessing,  Gotthold  Ephraim,  47,  93, 
125,  252,  254,  263 
Lessing-Theater,  25,  29 
Leuteit,  Gustav,  439 
Liebknecht,  Karl,  22,  92 
Lichtenbcrg,  G.  C.,  91,  268 
Lichtenstein,  Ulrich  von,  42,  349 
Licder,  Waclaw,  129,  139 
Lienhard,  Fritz,  34,  347 
Lilt  Marken,  492 

Lilicncron,  Detlev  von,  105!!',  no, 
130,355 

Lindau,  Paul,  2,  79 
Rudolf,  377 

Linde,  Otto  zur,  154,  359,  540 
Liszt,  Abbe  Franz,  60,  13.2 
Locrke,  Oskar,  i2off,  545 
London,  20,  56,  123;  (Whitechapel) 
22,  62 

Lons,  Hermann,  320,  356-7 
love,  11,  21,  184-5,  (act)  313;  see 
chastity,  I leiUgenlegendcn,  homo¬ 
sexuality,  incest,  Lesbian  love, 
marital  rights,  marriage,  Maso¬ 
chism,  nymphomania,  Pubertais- 
erotik ,  senile  eroticism,  sexual- 
ism,  das  l  'erhaitms 
Liibeck,  109,  305,  307,  31  off 
Lublinski,  Samuel,  251,  266 
Ludwig,  Emil,  428 
Ludwig  I  of  Bavaria,  13,  407 
II — ,15,128,491 


Maas,  Edgar  and  — ,  Joachim,  480 
Mach,  Ernst,  441 

machinery,  27,  69,  367-70,  418, 
442-3,  461,  463,  486,  527, 
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Mackay,  John  Henry,  17,  22,  80 
Maeterlinck,  Maurice,  13, 19, 27,  x-59» 
167, 170-1, 184, 214,  217-8,  224, 
226, 228-9,  236-7,  252-4,  261-2, 
271,292-3,296-7,421 
magic. realism,  448,  45 x,  465,'  503 
Mallarmd,  St&anc,-  122,  124,  130, 
139,  162. 
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Mann,  Heinrich,  12,  17,  I0^ 

293“4>  3°5ff»  3I2>  42& 

Thomas,  1,5,17,26,  33,71,83,94, 
104,  142,  226-7,  229,  272,  282, 
288,  305,  307,  3o9ff,  327,  330-1, 
334,448,491 
Mar  cbm ,  298,  357,  375-6 
Manhcndrama,  30,  34,  48,  50,  55,  238, 
271 

Mariolatry,  177;  see  Virgin  Mary 
marionettes,  217,  224,  228,  230,  251, 

.-93. 

marital  rights,  9,  234,  268 
Mark-Isolde  theme,  238,  392 
marriage,  20,  32,  209*  248,  290,  434 
Martens,  Kurt,  70,  80,  84 

Marxism,  3,  4,  it,  24,  255,  366,  398, 

■m 

Mary  Stuart,  342,  384-5,  405 
Masochism,  34,  70 
mass  psychology,  28,  30,  324 
Mataja,  Emil,  479 

Maupassant,  Guy  dc,  13,  45,  76,  81-3, 
90,  305,  413 
Maut liner,  Fritz,  79 
Mcehow,  Benno  von,  434 
Mecklenburg,  266,  430 
medieval  colouring  and  influence, 
133-4,  149,  216;  ---  literature, 
256,  258,  260,  265,  277;  — 
themes,  3 1,  34,  42,  134,  273,  349 
Meerhcimb,  Richard  von,  236 
Meier-Grafc,  Julius,  61-2 
Meier  i  lelmbrecb^  414 
Meiningcrs,  the,  11-12 
Mcinong,  Alexius  von,  442 
melattpe  des  retires :  (drama)  9,  271 ;  (art) 
1912;  (lyric)  245 
Mell,  Max,  223,  239*1,  264,  519 
Melusine  theme,  272 
Mmschmnlung%  507,  512-3 
Messiads,  35-6,  256,  353 
Messiahs,  35-6,  38,  48,  181,  300 ;  see 
Jesus,  Christ  novels 
Mcssianism,  475 
Meurer,  Kurt  Erich,  553 
Mexican  exoticism,  247,  274,  369, 

37L37#>493 

Mexico,  33,  247,  274,  369 
Meyer,  Conrad  Ferdinand,  6,  76-7, 
104,  109,  x 22,  194,  306,  325-7, 

3*9>  33C  35 h  3$4>  4*5*  473 
Mcyrink,  Gustav,  72# 
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Miegel,  Agnes,  342#,  420 
milieu,  3,  4,  25,  279,  441 ;  see  Zola 
Milieuroman ,  75,  79,  279 
Mitterer,  Erika,  554 
miracle  plays,  264;  see  mystery  play 
Moderne ,  die,  21,  88,  251,  323 
Modersohn-Becker,  Paula,  267,  322 
Moeller-Bruck,  Arthur,  104,  445 
Moliere,  48,  50,  65 
Molo,  Walter  von,  326,  383 
Mombert,  Alfred,  101,  156,  242-4, 
417-8,  466 

Moore,  George,  87,  479 
morality  play,  see  mystery  play 
Moravians,  10,  25,  36,  43 
Morgenstern,  Christian,  65,  168,  443 
Morris,  William,  15,  218,  486 
Morse,  B.  J.,  200 
Morwitz,  Ernst,  141 
mother-complex,  222,  284 

mothers  and  daughters,  343;  - - 

sons,  282,  284,  323,  401 
Motivgeschichte,  Motivik,  417-8,  425 
Mozart,  8,  158,  225,  492 
Muller,  Bastian,  483 
Muller-Guttenbrunn,  Adam,  358 
Munchhausen,  Borries  von,  116,  420 
Munich  circle,  —  school,  2,  5,  14,  21, 
65,  122 

Musikerromane ,  60, 158,371, 49 1,5  27-8 
Musil,  Robert,  356,  448,  502-3,  509, 
53i 

Muzot,  Chateau  de,  164,  197,  205 
mystery  play,  223-4,  239-41 
mysticism,  159,  174,  177,  186,  256, 
263,  297,  382,  449,  495,  521 

Nachkriegsliteratur ,  5  5  2 
Nadler,  Josef,  429,  439,  538 
Napoleon,  23,  35,  89,  268,  301,  396, 
408 

Narcissism,  103 ;  see  Ich-Anbetung 
Natorp,  Paul,  442 

naturalism,  iff,  244,  267,  279,  292, 
294,  298,  346,  418 
naturmagische  Scbule,  die,  545 
Nazi  doctrine,  347,  356,  368;  —  liter¬ 
ature,  281,  427-8 ;  —  lyrists,  426 
Nazis,  158,  462,  468,  478,  485,  489, 
493;  see  Hitler 

Neo-Classicism,  4,  25  iff,  536#,  547 
Neo-Hellenism,  133, 153,  215, 276-8, 
536 
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Neo-Romanticism,  3,  3 off,  86,  228; 
see  impressionism 

Neronism,  77,  103 ;  see  Ich-Anbetung 
Nervenmensch ,  76,  87ff,  304 
Neue  Sachlichkeit,  75,  373,  405,  426-7, 
442,  542ff 

Neumann,  Alfred,  386 
Robert,  386 
Neutoner,  449,  540 

Nibelungen,  3,  241,  251,  260,  2 66, 
499,  521,  525 

Nietzsche,  Friedrich,  3,  6,  10,  15,  49, 
63-4, 66, 69, 70-1 , 77, 80, 92, 93ff, 
119,  142,  145-6,  157,  244,  255, 
304,  307,  333,  384,  417-8,  444, 
495,  548 

Nihilism,  449,  539,  543-4 
Ninon  de  PEnclos,  259,  273,  307 
Norwegian  influence,  16,  123,  331, 
48  3 ;  see  Ibsen,  Knut  Hamsun 
Nossack,  Ernst,  462 
Hans  Erich,  540 

Novelle,  definition  and  technique,  153, 
256-7,  473-4;  see  Kunstlernovelle 
Ntichtern,  Hans,  554 
Nuremberg,  299,  302,  418 
nymphomania,  32,  57 

Ompteda,  Georg  von,  76,  80,  82ff, 
323 

Ophelia  motif,  420,  543 
Oriental  colouring  and  themes,  20, 
132,  134,  247-8,  335 ;  —  poetry, 
II7>  363 

Orwell,  George,  486,  488 

paederasty,  see  homosexuality 
Pan ,  62,  1 1 7,  170,  229 
Pannwitz,  Rudolf,  154,  156,  157-8 
pantheism,  143,  174,  382 
Paquet,  Alfons,  378,  485 
Paracelsus,  231-2,  382 
Paris,  59,  79,  87,  162,  173,  183,  378 
Parnassianism,  86,  125,  130,  192-3, 
208 

Parzival,  44,  51,  134,  291,  344,  423, 
459 

Paulsen,  Friedrich,  158 
peasant  tales,  see  Blui-  undBodenliiera- 
tur,  Heimathmst;  —  plays,  see 
Bauerndrama 
Penzoldt,  Ernst,  376 
Perkonig,  Josef  Friedrich,  439 
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pessimism,  3,  65,  99,  102,  4.) 3  ;  sc r 
Schopenhauer 

Vflh'hteiramc /,  3 2,  263,  3O7,  39P,  4'  T 
Philistinism,  289,  291  ;  see  anti-T/Vnyr 
literatu  re 
Pbvs/oti*jio////k,  44 7 
Pidoli,  Carl,  3  27 -8 
Piontek,  Hein*/,  539  40,  549  52 
Platen(-I  lallcnminde,  August  (iraf 

VO!!),  122,  I3  3,  2."7  2,  *t  I  2,  3  I 

49 7 »  5  T9 

Plato,  143,  M2,  159,  3 12,  313?,  44P 
Plievier,  Theodor,  4 82  3 
Poe,  Palmar  Allen,  71  2,  124 
poetic  realism,  1,  K 1,  279 
Polen/.,  Wilhelm  von,  H31I’,  34a 
Poles,  69,  129,  312,  325 
Polish  colouring,  50,  32,}. 

Pongs,  Hermann,  119,  192 
Ponten,  Josef,  357,  3^4,  3-78 
Portuguese  literature,  495  T  49a 
Prague,  1 60,  1  {>4 ,171,452;  j  e  u  s, 

'  72,t  ;I5“ 

Preradovic,  Paula  von,  54S  9 
Pre-Raphaelites,  122,  170,  273 
Prodigal  Son  theme,  17S,  1H5,  27  > 

1  'rufessurenruntan ,  2,  381 
Protestant  literature,  27X,  50  if,  539 
Proust,  Marcel,  364,  450,  5?-, 2,  5-  4, 
5M 

Prussian  military  caste,  63,  384,  409 
Przybyszcwski,  Stanislaus,  17,  (o, 
69ft,  70-1,  77,  1 1 5 

psycho-analysis,  (>,  230,  285,  3  1 3,  44  1 
Puhertatserotik >  30,  50,  55,  221,  277, 

283*  5°9>  335»  34C  3<>5*  37? 
see  Lebrer -  mul  Sdmkrstiieke 

puppet  plays,  35,  Z24,  228 
puppets,  see  marionettes 

Raabe,  Wi  1  he  I m ,  2 8 9 , 29  2 , 3  20, 3  54,4  30 
racial  doctrine,  99,  145,  1 57,  255,  275 , 

,35°>  354,  366'  7>  379»  *HL  44  1  5 
Racine,  253,  328 
Rahmener^dbiunu.  329,  474, 
rape,  34,  338,  520 

Rathenau,  Walther,  428,  442-  3,  489 
Rauschkms /,  94,  104,  150,  288,  307, 
360 

realism  (cm  stage),  1 1,  25  6;  consis¬ 
tent  >  8,  16;  magic  — ,  465; 
poetic  1,  8,  279;  transparent 

— » 
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Re*  ier,  1  leinrieh  v<  m,  1  ,5 
re'donal  no\el,  regionalism,  346ft*; 
M.v  /  i:^;/A.:ws/,  Hfai-  Und  Baden- 

itferatur 

Reg. nit  r,  1  leuri  tie,  133,  i  39 
Rehnsch,  {  Lms  J<  »se,  411 
Reinhardt,  Max,  1  1,  ~m,  220,  223, 
237  8,  245,  2*70,  363,  387 

Reinhart,  Werner,  1P4 
Rembrandt,  1  K-  ^  227,  382,4.44 

Kcn.iSs.ma-,  y9>  177,302,306, 

\z%\  ili.inws,  to.),  215,  218, 

2  3  2 

\\end.\SMhemehsd\  77,  103,  215,  306; 

see  /  \ite  nwni.w  h 
lieUer  a:t,\  dr  l a rm\  der\  26-7 
Reuter,  (  labriele,  321,  323,  325,  335 
n:\enge  dramas,  214,  218,  237 
Richter,  1  laris  Werner,  4S2  -3 

Jean  Paul,  19,  29;.-,  300,  505,  545 
Rilke,  Raitter  Maria,  21,  130,  137-8, 
1  |  4  145,  14S  9,  155,  15911;  210’ 
am,  2^9,2^  322,  333,  362,  402, 

4-W  fi4  4'-h  I9L  5i6,  525,  538, 
M  *  HE  54^ 

Rimbaud,  Arthur,  12},  4.00,  420,  543 
Kmpi  is  tat  /.,  J(  uehim,  5  5  3 
Rinser,  I aiise,  478 
Rococo,  22  5  ,  ^72,  349,  387 
Rodtn,  Auguste,  191  -2 
Iv-nun  C  .at  h*  ftieism,  70  n ,  89,  90, 
21  I,  223,  238,  240,  368,  527 
Rmneo  and  Juliet  theme,  44,  297 
Rosegger,  Peter,  229,  348  -9,  353,479 
Rosenberg,  Allred,  445 
K< issetti,  1 ).  ( 114,  1 22,  2 1 8 
Kt 4 h,  J* >seph,  383 
Rugeig  553 
Rot r get*,  Karl,  158 
Rousseau,  J,  J,,  4,  366,  386 
R;/i fxrhmt'rmy*  (flash-hack),  338,  450 
Rucdercr,  Josef,  64,  74,  347 
Ruhr,  die,  335,  354 
Russia,  tin,  182  3,  245,  274 
Russian  influence  and  colouring,  4, 
159,  173;  see  Dostoievsky,  Tol¬ 
stoy 

Sachs,  I  Ians,  223,  246 

si-idism,  32,  34,  70,  215,  274,  307, 

JJ6-7 

Saiko,  George,  531-3 
Salome,  48,  70,  208,  2io 
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Salomon,  Ernst  von,  489 
Salten,  Felix,  237 
Salus,  Hugo,  209 
Samson  motif,  28,  158,  271,  367 
Sand,  George,  10,  80,  394 
Sappho,  184,  322 

Sartre,  Jean-Paul,  448,  513,  539,  543 
Satanism,  69,  70-1,  77,  103,  274 
Schack,  Adolf  Graf  von,  5,  20,  122 
Schaeffer,  Albrecht,  44,  151,  153,  364 
Schafer,  Oda,  545,  552 

Wilhelm,  257,  266,  272,  274!! 
Schaffner,  Jakob,  288FF 
Schaukal,  Richard  von,  86,  130,  192, 
208-9,  2x0 

Schaumann,  Ruth,  552 
Scheerbart,  Paul,  61,  68 
Scheffer,  Thassilo  von,  278 
Scheler,  Max,  442 
Schickele,  Rene,  363-4 
Schicksalsdrama ,  222,  260 
Schiller,  Friedrich,  1,  2,  12-13,  2V 
60,  70,  86, 93, 109,  no,  222,  251, 
259,  271, 312, 326, 344,  361,  367, 
383, 398,  423, 525 

Schlaf,  Johannes,  16-17,  19,  80,  85, 
155,  229,  361 

Schlegel,  Friedrich,  7,  137,  321 
Schleswig-Holstein,  106,  109,  3 5  iff 
Schmidtbonn,  Wilhelm,  27,  269ff 
Schnack,  Anton,  546-7 
Friedrich,  378,  434,  547 
Schneider,  Reinhold,  4x2-3,  49 5ft 
Schnitzler,  Art[h]ur,  89,  90,  104, 
21 1-2,  220,  228,  229ft*,  3 °9>  324j 
428 

Schollendichtung, ,  75,  346,  429i  see 
Heimatkmst 

Scholz,  Wilhelm  von,  74,  223,  25 iff, 
256,  261ft:,  273 
Schonherr,  Karl,  238,  438 
school  literature,  17,  280,  282,  290-1, 
365,  375 ;  see  Lehrer-  und  Schuler- 
stiicke 

Schopenhauer,  Arthur,  3,  65,  71,  96, 
159,272,495 

Schroder,  Rudolf  Alexander,  62,  276, 
278,  500,  538,  54° 

Schuler,  Alfred,  no,  129 
Schweitzer,  Albert,  362,  446 
scientific  novel,  see  machinery 
Seghers,  Anna,  493-5 
Seidel,  Ina,  343^  428 


Seidel,  Willy,  378 
Sekundenstil ,  17,  25,  29 
senile  eroticism,  32,  34,  350, 382,  478 
sexualism,  28,  115-6,  142,  206,  221, 
229,  246,  313,  321-2,  354,  364’, 
3^6,  397s  4°5>  44L  458,  476,  478, 
5x0,548 

Shakespeare,  9,  11, 12, 140, 152, 157, 
195,  2x6,  271,  274,  298,  405,  408 
Shelley,  P.  B.,  68,  216,  243,  520 
Silesia,  24,  26-7,  30-1,  33,  36,  62, 
296,  349>  357>  382 
Simmel,  Georg,  159,  180,  442 
Sim pli^issimus,  57,  63-4,  423 
Sitten-  und  The  sens  tiick^  2,  1 1 
Slav  influence  and  colouring,  70, 1 1 1 ; 

see  Russian  influence 
Socialism,  Socialists,  3,  10,  15,  21-2, 
63, 76-7,  80-1,  92, 100, 112,  258, 
308,356,418,443,445 
Sohnrey,  Heinrich,  274,  347 
Sohn-Vater-Kampf,  29,  xxi,  270,  282, 
284,291,371,389,  400,453,459, 

469 

son-mother-motif,  172,  284,  401 
Sophocles,  220,  412 
Sorge,  Reinhard  Johannes,  389 
Spanish  themes,  influence,  and  col¬ 
ouring,  33,  124-5,  I94>  257—8 ; 
—  literature,  209 ;  see  Calderon, 
Cervantes,  Lope  de  Vega,  Tirso 
de  Molina,  Unamuno 
Spengler,  Oswald,  443,  486 
Spielhagen,  Friedrich,  1-4,  257,  293 
Spiraknprin^ip ,  das ,  515 
Spir air  Oman ,  532 
Spitteler,  Carl,  244ft",  249 
Stadler,  Ernst,  422-3,  425,  448 
stage  technique,  11-12,  389,  405 
Stehr,  Hermann,  80,  83,  142,  274, 
296ft,  299,  304,  357 
Steiner,  Rudolf,  68,  443 
Sternberger,  Dolf,  540 
Sternheim,  Carl,  271,  291,  389,  393, 
405 

Stifter,  Adalbert,  84,  1 51,  322,  434 
Stirner,  Max,  22,  84,  151,  322,  434, 

'  522 

Stoffkunst ,  19,  122 ;  see  naturalism 
Storm,  Theodor,  106,  109,  317,  350 
Strachwitz,  Moritz  von,  420 
Stramm,  August,  388,  425 
Strauss,  Emil,  17,  279-81,  282,  289 
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Strauss  unci  Torney,  Lulu  von,  S3, 

342ff,  356,  419 

Strindberg,  August,  29,  55,  69,  71, 
19>  89,  1X5>  388 

St  rob  1,  Karl  Hans,  439 
Strophenverschlmgimg ,  157,  537,  540 
Stucken,  Eduard,  33,  70,  272ft*,  369, 
378 

student  life,  (universities)  1 1 1 ,  290, 
329,334;  (schools)  289 ,  see  school 
literature 

Sturm  nnd Drang,  28,54, 56, 63,  270 . 1 , 

388 

Styria,  241,  374-7.  384~5 

subconscious,  the,  265,  296,  441 
Sudermann,  Hermann,  12,  21,  4411“, 

53.  63.  76.  81.  229.  238.  352.  354 
Sudetenland,  430,  439 
superman,  the,  3,  64,  77,  98,  103., 
367,  464 

Surrealismus ,  440,  449,  543 
Swabian  regionalism,  350,  358,  43b 
swastika,  356,  366 

Swedish  influence  and  c<  >1<  airing, 
246;  see  Ellen  Key,  Selma 
La  ge  rl  6  f ,  S  t  rind  berg 
Swinburne,  A.  C,  122,  130,  139,  153, 
219 

Swiss  influence  and  colouring,  315, 
327,  332-3 ;  see  C.  1'.  Meyer, 
CL  Keller,  Spittclcr,  Jakob 
Burckhardt 

Switzerland,  244,  282,  288,  349  yj, 
364 

symbolism,  symbolists,  4,  6,  21,  03, 
86,  122,  130,  159 

syphilis,  9},  104,  294,  335 

Taine,  Hippolyte,  4,  13 ,.441 
Taktwechsel,  187,  207 
Tannhauser,  15,  70,  262 
Tatenmensch ,  103-4,  216 
Tatsachenraman>  373,  419,  483 
technological  novels,  5  27 ;  see  machin¬ 
ery 

Telegrammstil,  256,  388 
Tenderly  418;  - drama ,  5  2 
tentacular  city,  163,  168;  see  Gross* 
stadtroman 

Terrordiktaturen,  488-90,  495;  see 
Hitler 

Teufelsbmdmr ,  72-3,  273" 

Thiess,  Frank,  361,  471ft’ ' 


things,  doctrine  of,  19 1 

Thmi  Htnpirc  the,  35,  i45>  i4s,  445 

1  hm>'  ^  Cilrs  ^  3 3 1  >  34L  356,  382 

399,  408,  420 

Thoma,  Ludwig,  64-5,  347,  349 
Tla >mas,  Dylan,  156 
Thompson,  Francis,  68,  243 
Thurn  und  Taxis,  Princess  of,  163 
/ :efenpsYi'h(d,nyjcy  522-3,  534 
Tieck,  Johann  I  aid  wig,  257,  271 
Tirso  tie  .\h  >lina,  264 
Toller,  Ernst,  27,  369,  394-5,  4s3 
LTsfoy,  4,  81,  161,  384,  482 
totalitarianism,  totalitarian  state,  298, 

•Dm  519 

T  'vote,  Heinz,  17,  76,  82ft’ 

/ rdghlt  iks  Heryeus,  301,  304,  360-1 
Trakl,  Georg,  192,  421-2,  448,  537, 
5‘T 

transparenter  Realismus,  47 1 
/  rausrealiswus,  .pp; 
triangular  marriage,  26;  see  Ehe 
I  );v7/ 


Trieste,  248,  7,26,  329 
'Prist. uu  Isolde -Mark  theme,  238,  327, 
392 

trilogies  (novels)  307-8,  355-6,  369, 
404,  456,  487-8,  490-1,  504ft, 
1  T>,  5  3 o ;  (dramas)  409,  410,  412 


I'heriarttl,  59,  61,  72 

Uhermensvh,  102;  „sw  superman 
Ulnrmiiismas ,  427;  see  AW  Smblkh - 
keit 

l  Pmrerttmg  tiller  XTerte,  98 
1  mmnuno,  Miguel  dc,  495 
mw  ///yf/Atf,  35,  55,  xi6 
unmarried  mother,  the,  Hi,  250,  291, 

322,^324,355 

l  nruh,  Fritz  von,  32-  3,  395ft’ 

Usinger,  Fritz,  546-7 

thopius,  14,  373,  413,  485-7;  — 

reversed,  485-6 

uxoriousness,  32,  268;  see  Samson 
theme,  marital  rights 

Valery,  Paul,  160,  205,  543 
vampires,  34,  38-9,  40-1,  55,  73-4, 
88,  120,  221,  273,  284 
Van  Gogh,  184,  196,  226,  359,  554 
Venice,  31,  ioi,  216,  218,  222,  227, 
270,  272,  312,  371,  541 
Venus,  70,  195,  262,  307 
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Verhaeren,  Emile,  19,  21,  184,  384, 
554 . 

Verbatims,  das ,  7,  231,  233 
Verlaine,  Paul,  117,  124,  130,  139, 
162,  384,  543 
Verne,  Jules,  69,  368 
vers  libres,  see  free  rhythms 
versification,  laws  of,  417 
Verwey,  Albert,  129,  139,  142 
Vesper,  Will,  428,  434 
Viebig,  Clara,  321-2,  324# 

Vienna,  9,  12,  76,  210,  235,  372,  383 
Viennese  Volksstuck,  8,  10;  —  writ¬ 
ers,  8,  76,  86,  10 off,  208,  2 1  off, 

349*  3^4,  394  5°2ff 
vie  romancee ,  6,  269,  275,  331,  343, 
358,  362,  371,  374,  376,  383-4, 
480,  529,  549,  552;  set  Kiinstler- 
roman ,  - novelle ,  Musikerromane 
Villon,  1 1 7,  398,  400 
Virgil,  147,  446,  504 
Virgin  Mary,  117,  181,  189,  204-5, 
237-8,  265,  272-3,  337-8,  349, 
352,372,410 
Vischer,  F.  T.,  244 
Vistula,  the,  51,  351,  424 
V oigt-Diederichs,  Helene,  343ff 
Volkslied ,  66,  109,  169,  188,  205 
Volks  stuck,  8,  10,  89 
Vollmoller,  Karl  Gustav,  34, 44,  220, 
223,  237-8 

V order-  und  Hinterhaus ,  12,  46 

Waggerl,  Karl  Heinrich,  438 
Wagner,  Richard,  12,  34,  44,  60,  70, 

93»  95>  97>  134,  314,  3 *7>  37*> 
404,  491 

Wahlvenvandtschaften ,  466,  468 
Walden,  Herwarth,  335,  425 
Wallenstein,  331,  367 
Wandering  Jew,  the,  355,  424 
Wandlung,  147,  361,  371,  381,  394-5, 
415,463,501,5x2 

Wassermann,  Jakob,  27, 80,  224,  257, 
2991?,  361,  371,  378,  435,  448 
waves-of-consciousness  works,  183, 
236,  48T,  484,  5oz 
Wayland  the  Smith,  see  Wieland 
weavers,  27,  76 

Wedekind,  Frank,  17,  26,  51,  54ff,  65, 

90,271,359,388-9,470 

Wegner,  Armin  T.,  378,  420,  424 
Weigand,  Wilhelm,  104 


Weimar,  60,  238,  322 
Weinheber,  Josef,"276,  536-8 
Weininger,  Otto,  441 
Weltschmer^,  3 ;  see  pessimism 
Werfel,  Franz,  91,  192,  370!?,  423-5, 
45xj  485,  543 

Werkleuie  auf  Haus  Nyland,  370,  419, 
424 

Werther,  1,  3,  3x6,  467 
Weser,  die,  342,  379 
Weston,  Jessie,  273 
Westphalia,  296,  342,  356-7 
West  Prussia,  56 

Whitman,  Walt,  19,  68,  80,  85,  xox, 
x5  5,  244,  246,  417,  423 
Wiechert,  Ernst,  339,  430!? 

Wied,  Martina,  513-5 
Wieland  theme,  34,  356 
Wilbrandt,  Adolf,  5-6 
Wilde,  Oscar,  61-2,  69,  70,  76,  220, 
222,  390 

Wildenbruch,  Ernst  von,  13 
Wilder,  Thornton,  450,  460 
Wildgans,  Anton,  196-8,  229 
Wilhelm  II,  Kaiser,  76,  253,  260, 
308-9,  311,  359 

Wilhelm  Meister ,  40,  157,  227,  313 
Wille,  Bruno,  17,  20-1,  30,  77,  80 
Willkomm,  Ernst,  27,  354 
Winckelmann,  Johann  Joachim,  41, 
275 

Winckler,  Josef,  120,  369, 418-9,  485 
Wodan  worship,  356,  361,  363 
Wolf,  Hugo,  89 
Wolfe,  Thomas,  450 
Wolfenstein,  Alfred,  420,  425 
Wolff,  Eugen,  21 
Julius,  2 

Wolfram  von  Eschenbach,  44,  51, 
134, 291,471  ;see  Parzival,  Gawan 
Wolfskehl,  Karl,  129,  140,  15 1,  154, 
229,  468 

Wolters,  Friedrich,  138,  15 1-2 
Wolzogen,  Ernst  von,  20,  60 
Woolf,  Virginia,  450 
Worpswede,  62,  186,  322 
Worringer,  Wilhelm,  442 
Wortchaotiker,  425 
Wundt,  Wilhelm,  441 
Wurzburg,  245,  365 

Zahn,  Ernst,  350 
Zand,  Herbert,  481,  533-5 
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Zuchtwahl ,  3,  20 
Zuckmayer,  Carl,  406!? 

Zukunft ,  die ,  1 3 
Zurich,  322-7,  329,  333,  365 
Zwcig,  Arnold,  373-4 
Zweig,  Stefan,  83,  163,  229,  257, 
384-5 


X 
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Zauberstuek ,  das9  410 
Zech,  Paul,  120,  418,  424 
Zeitlosigkeit,  468,  475,  504,  538 
Zeitromany  5  06 
Ziegler,  Leopold,  442 
Zola,  Smile,  4,  14,  21,  75-9,  81,  83, 
479 
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Augen,  is  always  ohm  Hosentrdger,  and  attracts  his  women  with  his 
scent  of  lavender.  But  the  core  of  people’s  characters  is  not  to  be 
gathered  from  their  "attitudes’,  but  from  the  Lafen^  of  these  (i.e. 
what  lies  beneath  their  appearance  or  outward  Haltung ).  The  novel- 
listic  interest  (in  the  accepted  sense)  centres  in  the  female  charac¬ 
ters;  in  particular  in  Rene  Stangeler’s  two  sisters.  A  great  part  of 
the  novel  is  taken  up  with  revealing  with  great  psychological 
detail  how,  why,  and  in  what  state  of  mind  girls  and  married 
women  of  the  higher  classes  give  way  to  men.  The  result  arrived 
at  is  that  "romance3  as  novelists  depict  it  is  -  fiction;  what  decides  is 
blood  pressure,  not  "love3.  And  the  results  do  not  imply  continu¬ 
ance  of  the  relationship;  illegitimate  children  belong  to  nature’s 
way.  Thus  girls  who  have  given  way  have  not  been  "seduced’; 
what  happened  had  to  happen  -  at  the  given  moment  (p.  229,  235). 
The  one  really  decent  girl  is  Paula  Schachl,  in  1911  a  shorthand- 
typist,  seventeen  years  old  when  we  first  meet  her.  Stangeler 
accosts  her  in  a  street,  and  she  responds  with  casual  friendliness; 
they  meet  in  cafes,  they  walk  through  the  streets  together,  but  the 
situation  for  the  loss  of  the  girl’s  virginity  does  not  accrue.  She 
fades  out  of  the  picture  for  a  good  stretch,  and  when  she  returns 
she  is  happily  married  to  a  working  man;  she  and  her  husband  do 
come  into  contact  with  the  roysterlng  ruck,  but  she  remains 
bourgeoise  and  decent.  She  is  an  effective  Kontrastfigur,  but  one 
feels  that  a  walk  in  the  woods  with  her  boy  might  have  ended 
situationsgemass.  The  conclusion  is  that,  morally  considered,  pre¬ 
servation  lies  not  in  a  good  upbringing  or  religious  rectitude  but 
in  a  chanceful  escape  from  the  situation.  In  other  words  there  is 
no  virtue  in  being  virtuous,  but  just  luck. 

In  1956  appeared  Doderer’s  magnum  opus,  at  which  he  had  been 
working  for  twenty-five  years,  DieDimomn.  It  runs  to  1345  pages. 
The  title  is  admittedly  borrowed  from  Dostoieffsky’s  Die  Ddmonen , 
of  which  the  English  title  is  The  Devils  or  The  Possessed .  Thematic¬ 
ally  ThePossessedh  more  close  to  the  texture  and  intent  of  Doderer’s 
novel;  the  leading  motif  is  that  we  all  tend  to  be  obsessed  by 
illusions  which  may  go  so  far  as  madness  but  as  a  rule  are  a  milder 
form  of  "craze’,  "fixation’  may  be  or  "complex’,  or  as  the  French 
say  luhie .  We  are  possessed  of  devils  that  cannot  be  driven  into  the 
Gadarene  swine.  Driven  down  to  their  root  causes  they  are  likely 
to  derive  from  sexual  urges.  The  nearest  approach  to  demonology 
proper  is  the  dubious  idea  of  that  medievalist  Rene  Stangeler  that 


